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Abstract 
Murakami Hamki, whose novels are often acclaimed for their depiction of a 
postmodern world and its themes of alienation, loss and detachment from society, 
revealed in his acceptance speech at the Jerusalem Prize 2009 that his novels aim to 
“bring the dignity of the individual soul to the surface and shine a light upon it". The 
individual, according to Murakami, is the antithesis of “the System,” which is 
supposed to protect human beings but sometimes "takes on a life of its own" and 
"begins to kill us." 
This thesis examines the notion of the individual in light of different 
representations of gender in three of Murakami's novels, Norwegian Wood (1987), 
Sputnik Sweetheart (1999) and After Dark (2004). Gender, in my view, is a useful 
standpoint from which to critique Murakami's masculinized notion of the individual: 
All three novels make the male character their focal point; whether he exists as a 
narrator or protagonist, he is the individual who gains an apocalyptic vision of the 
future through interacting with female characters. Hence women do not fully exist as 
individuals; they are degraded as a medium or a tool to emboss the male's 
individuality. 
Using psychoanalytic theories which both address the development of one's 
psychology and connect the individual to the broader establishment of society (i.e. 
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the System), I demonstrate how even though the female characters may have their 
own stories, their lives and experiences always revolve around that of the male 
character. He is always the privileged one, and occupies a more powerful position of 
observing her life. For After Dark, I even argue that the unusual point of view and 
narrative structure draw the reader into the position of the gazer that peeks at the 
female, hence reproducing an oppressive politics of gazing. 
This research also intends to highlight the thin body of scholastic work on 
Murakami. The few books and book chapters on Murakami focus mainly on how the 
System affects the formation of identity and subjectivity, and hardly consider the 
unequal gender and power relations among the characters. My thesis will contribute 
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Introduction 
Recognized as one of “the world's greatest living novelists" (Poole, "Night of 
the Living Dead") and as an important "postmodern" Japanese writer (Strecher 9, 
Seats 32), Murakami Haruki has for more than 30 years been offering readers 
endless room for interpretation and imaginative enquiry through the depiction of 
unrealistic happenings, peculiar symbols and unusual, often introverted, characters 
in his novels. He was first regarded as a literary phenomenon in Japan when his 
1987 novel Norwegian Wood sold more than 10 million copies in Japan ("The 1Q84 
effect”). His latest work, the 1Q84 trilogy, published in 2009 and 2010, has once 
again been a marketing success, with each book selling more than 1 million copies 
in hardcover. Since then, his works have been widely translated and read in many 
countries. Murakami has an overseas popularity unmatched by other Japanese 
writers: Norwegian Wood, for example, has sold more than 1 million copies in China 
("Murakami Fever in China"), and he was even considered for the Nobel Prize in 
Literature. He was awarded the Franz Kafka Prize in 2006, the biennial Jerusalem 
Prize for the Freedom of the Individual in Society in 2009, and the International 
Catalunya Prize in Spain in June 2011. 
The main reason for Murakami's overseas popularity, as Matthew Strecher and 
other critics have suggested, is that his novels not only present us with a specific 
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Japanese culture, but they also transgress national boundaries. Strecher points out 
that there is a high concentration of Western cultural icons in his novels, such as 
references to the Beatles, F. Scott Fitzgerald, and Budweiser (1). His writing style 
has also been said to be very different from other Japanese writers. Acclaimed 
Japanese writer Oe Kenzaburo has said that Murakami's writing sounds odd to 
Japanese native speakers, and that when his novels are translated into American 
English, English readers find them natural to read (Strecher Finally, overseas 
readers often feel connected or even drawn to the postmodern world in the novels. 
Critic Kuroko Kazuo observes in a discussion with some Slovakian students of 
Japanese literature that: 
Similar to America or China, [these students in Slovakia] read Murakami 
Hamki as a 'postmodern writer' from Japan. [...] Although [these 
students] have taken note of the keyword 'highly capitalist society,，they 
have overlooked the relationship between the reality of Japanese society 
and Murakami's literature (Kuroko 2, my translation). 
Kuroko, not without his own justifications, voices his concerns about disconnecting 
Murakami's works from Japanese society and culture. However, it is also undeniable 
that literature can be more easily disseminated to and appreciated by a wider 
readership through translation. In this respect the literary value of a work also lies in 
its ability to strike a resonance with other cultures and countries. To me, it is clear 
1 For a brief charting of Murakami's reception in Japan and overseas, see Matthew C. Strecher, 
"Introduction: The Cultural Milieu of Murakami Hamki" in Dances with Sheep: The Quest for 
Identity in the Fiction of Murakami Haruki, Ann Arbor: University of Michigan, 2002, 1-26; and 
Michael Seats, "The Murakami Phenomenon: Critical/Fictional Thematics" in Murakami Haruki: 
The Simulacrum in Contemporary Japanese Culture, Plymouth: Lexington Books, 2006, 25-42. 
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that these Slovakian students feel connected to the highly capitalized society in 
Japan, which illustrates Murakami's ability to reach out to readers in different 
countries through themes that can be found both in Japan and overseas, such as 
capitalism. 
Despite different national situations, then, the fact that readers from so many 
countries can relate to Murakami's novels highlights the unique power of his novels 
to address global issues, or issues of concern to humanity in general. Murakami 
Funiinobu describes the postmodern world depicted in Murakami's works as “a 
comfortable and cosy, yet mindless and anti-evolutionary world [with] the 
subsequent space for mutual understanding, sex, incestuous empathy and the desire 
for violence" (57). Hence, at the heart of Murakami Haruki's novels is a concern for 
how human beings interact with, and are positioned within, the vast society. 
However, questions immediately arise: What aspects of humanity does Murakami 
Hamki address in his novels? If the study of gender relations is one aspect of 
humanity, and the postmodern world in Murakami's novels involves sex and mutual 
empathy, can we give a gendered reading of his novels? Do different genders 
influence our human-society relationships differently? To answer these questions, I 
propose to start by reviewing current literature written in English on Murakami. 
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Current English literature on Murakami 
While it is understandable that there is a large body of reviews and scholastic 
research written in Japanese on Murakami, it is surprising to see that, given his fame 
overseas, there is very little research on him in English; for this reason Murakami's 
literature is a developing field full of potential within literary studies. Reviews of his 
English translations are plenty, but there are very few scholarly articles on him. Two 
examples are Amy Lai's "Memory, Hybridity, and Creative Alliance in Hamki 
Murakami's Fiction" (2007)，published in Mosaic, in which she discusses the 
functions of animals and human-animal hybrids; and Steffen Hantke's 
"Postmodernism and Genre Fiction as Deferred Action: Hamki Murakami and the 
Noir Tradition" (2007)，published in Critique: Studies in Contemporary Fiction, 
where he connects Murakami's novels to the literary styles of hardboiled and noir 
fiction. 
Research on Murakami most often comes in the form of book chapters or 
sections in chapters. This is the case with Carl Cassegard's book, Shock and 
naturalization in contemporary Japanese literature, in which he argues that, 
different from the Western notion of shock and modernity, Japanese authors write 
about a naturalized modernity, where shocks and trauma are naturalized to evoke a 
kind of stillness in the world and a sense of discomfort within this stillness. In the 
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chapter on Murakami, Casseg紅d points out that loneliness and passivity are the 
states Murakami's early protagonists occupy to recover from shock, whereas in his 
later works protagonists actively commit themselves to others. Murakami Fuminobu, 
in his book Postmodern, Feminist and Postcolonial Currents in Contemporary 
Japanese Culture, also devotes a chapter to Murakami, in which he analyzes a 
handful of Murakami novels with the thesis that the polarized features of modernity 
and postmodernism co-exist, in harmony or in contrast, in these novels. His 12-page 
investigation into Norwegian Wood and the shorter 3-page treatment of Sputnik 
Sweetheart offer perspectives that are useful to this thesis. Finally, Marleen Barr, in 
her book Lost in Space: Probing Feminist Science Fiction and Beyond, includes a 
tiny section of four pages to “TV People", a short story by Murakami. She discusses 
the lack of communication between the husband and the wife in the story as a 
problem distinctive in postmodern society; but as a book with a feminist viewpoint 
(as suggested by the title), I believe she does not say enough about the power 
relations evident in the representations of either gender. 
Monographs on Murakami are even scarcer. So far I have only found two such 
works: Matthew Strecher's Dances with sheep and Michael Seats' Murakami Haruki: 
the simulacrum in contemporary Japanese culture. The former is a remarkable 
pioneering study of Murakami's novels since it is the first single-authored 
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monograph on Murakami. Strecher explores how the issue of identity is explored in 
Murakami's novels through the use of magic realism, and he examines its 
importance for representing the ‘Other，. The ‘Other,, as the author suggests, has at 
least two layers of meaning: the other people in the society, and the other, 
unconscious self (as opposed to the conscious self). The formation of identity, 
furthermore, is tightly related to how the self interacts with the "other". Strecher also 
draws on Lacan's idea of the symbolic order, which I will use later for the benefit of 
my own thesis, and explains how the desire to define one's self is difficult amidst the 
flux and change in the rapid-paced capitalist world of Japan. Through looking at the 
historiography of Japan in the 1960-70s, and pointing out various incidents such as 
the failure of the student movements, the structure of consumerism, media control, 
and their relationship to state ideology, Strecher argues that Murakami asks 
questions about identity arising from the social condition in Japan in the 1960-70s 
without offering any answers. Strecher,s textual analysis is revealing and coherent, 
and it enhances the persuasiveness of his fascinating views on identity formation. 
Seats' monograph is a study of two of Murakami's trilogies, (the first: Hear the 
Wind Sing (1979), Pinball, 1973 (1980), A Wild Sheep Chase (1982); and the second: 
The Wind-Up Bird Chronicle (1995)) in light of the theory of the simulacrum. He 
works out a syncretic theory of the simulacrum, and argues that the first trilogy 
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forms an allegory that destabilizes the modern fictional orthodoxy that relies on the 
conventions of the 'I-novel' form common in contemporary Japanese novels. The 
second trilogy, Seats argues, has a more discontinuous and often displaced narrative 
format that describes the abjection Japan faces in its encounters with modernity. 
Seats' monograph is an outstanding work for two reasons: first, the textual analysis 
is carefully done with both the Japanese original and the English translation set 
beside each other on the page, and second, it includes not only an analysis of 
Murakami's works but also critiques of previous scholarly efforts (both Japanese and 
English) on Murakami's works. 
Given this thin body of research work, it is no surprise that this scantiness of 
research does not do enough justice to the richness of Murakami's literature: Those 
who are interested to delve into his works are immediately confronted by the 
scarcity of secondary material on him save for a few dissertations, articles, book 
chapters and monographs (but a lot of reviews). On top of this, however, there is 
also a common inadequacy in these works: None of them really takes a gendered 
approach to Murakami; they often situate gender relationships (male-female) and 
sex under a larger, macroscopic thematic analysis and a seemingly more significant 
discussion of postmodern issues. Murakami Fuminobu's chapter is a case in point. 
From the title of his book, Postmodern, Feminist and Postcolonial Currents in 
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Contemporary Japanese Culture, we know that he aims to interrogate three aspects 
of recent Japanese literature. Yet in each chapter he aligns one of these aspects with 
a single Japanese writer. For example, he aligns the postmodern current with 
Murakami's works, and the feminist current with the works of Yoshimoto Banana, a 
female Japanese writer. I do not know if Murakami Fuminobu thinks a feminist 
reading cannot be applied to Murakami Hamki, but believing that a gendered 
reading can be insightful for literature, my thesis will apply a gendered approach to 
Murakami, paying special attention to the inequalities evident in his representation 
of gender. Strecher's book, too, embeds its treatment of gender within a broader 
problematic of identity formation, and explains how identity is formed in various 
ways for different characters. However, one presumption of this is that the existence 
of all these characters, whether male or female, protagonists or foils, in the novels, is 
connected to the establishment, or failure, of an identity. Strecher very much takes 
the characters uncritically as equal individuals and does not seem to be aware of a 
possible gender hierarchy between male and female characters. As such his analysis 
lacks an exploration of gender-specific difficulties in the female characters' identify 
formation, arisen from the gender hierarchy in society. Moreover, he acknowledges 
feminist ideas only in a small section where they illuminate his questions about 
desire and mass society, creating an undertone that a gendered reading should 
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always be situated within a broader, societal or humanistic question of identity 
formation. In other words, identity formation is his priority. As for the remaining 
research works I have mentioned, such as Cassegard's chapter on shock and 
naturalization and Seats' book on simulacral structures, neither of these take on 
gender relations seriously. 
In view of the meager resources on Murakami and the lack of a gendered 
critique of his works, I believe it is important to develop this under-researched area, 
and to explore alternative ways of reading the novels and stories in relation to 
gender representations. As opposed to Strecher, the most critically acclaimed 
researcher on Murakami, who uses gender to address questions of humanity, I feel a 
pressing need to first interpret and clarify the roles of different genders in the 
Murakami canon, and, using gender difference as a critical perspective, to challenge 
Murakami's understanding of humanity. 
The System 
While Murakami's novels have covered a number of themes and subjects, from 
romance and love in Norwegian Wood to history and war in The Wind-Up Bird 
Chronicles, there exists in all his novels a message that is central to the depiction of 
humanity in general, a philosophy “that I always keep in mind while I am writing 
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fiction，，，which he revealed in his acceptance speech of the 2009 Jerusalem Prize: 
‘‘Between a high, solid wall and an egg that breaks against it, I will 
always stand on the side of the egg.” 
[…] 
What is the meaning of this metaphor? In some cases, it is all too simple 
and clear. Bombers and tanks and rockets and white phosphorus shells 
are that high, solid wall. The eggs are the unarmed civilians who are 
crushed and burned and shot by them. 
This is not all, though. It carries a deeper meaning. Think of it this way. 
Each of us is, more or less, an egg. Each of us is a unique, irreplaceable 
soul enclosed in a fragile shell. This is true of me, and it is true of each of 
you. And each of us, to a greater or lesser degree, is confronting a high, 
solid wall. The wall has a name: it is "the System." The System is 
supposed to protect us, but sometimes it takes on a life of its own, and 
then it begins to kill us and cause us to kill others — coldly, efficiently, 
systematically. 
I have only one reason to write novels, and that is to bring the dignity of 
the individual soul to the surface and shine a light upon it. The purpose of 
a story is to sound an alarm, to keep a light trained on the System in order 
to prevent it from tangling our souls in its web and demeaning them. I 
fully believe it is the novelist's job to keep trying to clarify the 
uniqueness of each individual soul by writing stories - stories of life and 
death, stories of love, stories that make people cry and quake with fear 
and shake with laughter. This is why we go on, day after day, concocting 
fictions with utter seriousness. ("Always") 
From this excerpt it is evident that he regards his novels as a reaction against the 
System , an attempt to rescue out from the System the individuality that makes each 
human being different. We can also see that the wall and the egg metaphors he uses 
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In this thesis, I use "the System" to refer to Murakami's understanding of the term as laid out here 
in his acceptance speech. 
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carry characteristics that are completely different and impossible to reconcile. For 
example, the visual imagery of the wall, and its being built with numerous materials 
such as bricks, evokes a sense of height, width, strength, and collectivity (“too high, 
too strong一and too cold" as Murakami pessimizes) as opposed to the weakness, 
fragility and individuality of each egg. 
Those who are familiar with Murakami will recognize that the pair of 
opposites一individuality and collectivity一is a very common tension explored in the 
novels. The System, as a collective, social structure, is represented in After Dark 
(2004) metaphorically as: 
A giant octopus living way down deep at the bottom of the ocean. It has 
this tremendously powerful life force, a bunch of long, undulating legs, 
and it's heading somewhere, moving through the darkness of the ocean 
：…]It takes on all kinds of different shapes一sometimes it's 'the nation,' 
and sometimes it's ‘the law,，and sometimes it takes on shapes that are 
more difficult and dangerous than that. You can try cutting off its legs, 
but they just keep growing back. Nobody can kill it. It's too strong, and it 
lives too far down in the ocean. Nobody knows where its heart is [..." 
And this creature, this thing doesn't give a damn that I 'm me or you're 
you. In its presence, all human beings lose their names and their faces. 
We all turn into signs, into numbers. 
...any single human being, no matter what kind of a person he or she 
may be, is all caught up in the tentacles of this animal like a giant 
octopus, and is getting sucked into the darkness". (After Dark p.97-99, 
italics original) 
The numerous faces that the System takes on~ i t can sometimes be the nation and 
other times the law~exemplify how the System exerts its key control on human 
beings in the political and cultural realms, where law and state power (the nation) 
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intersect to draw boundaries for human behaviour. Sometimes it can be social 
perceptions or cultural practices ("the law” understood culturally) that are adopted 
and normalized by the majority of the public, or it can be the institutions of ideology, 
state power, structures of religion and systems of law that confine a person's 
character or personality and limit human behaviour. No matter what form it takes, it 
is a force that has the power and authority to control how we as human beings act. 
Moreover, as Murakami notes clearly, we created the System with the intention that 
it would protect us, but we only ended up subjecting ourselves to the powers of our 
own creation. The collectivity of the System underlines the surrender of our 
individuality for a unity represented by nothing but signs and numbers. 
On the contrary, then, to fight against this System with novel-writing, to 
“clarify the uniqueness of each individual soul", is to retain and respect each 
human's boundary of difference that no other individual or group can erase and 
homogenize, and to react against the System's attempts to strangle our uniqueness 
and unify us into one single entity. Matthew Strecher writes in his introductory 
chapter on Murakami for The Columbia Companion to Modern East Asian 
Literature: ‘‘[The] opposition between the individual and mainstream 
culture一represented in Murakami's fiction as a coalition of politicians, businessmen, 
and the mass m e d i a h a s become the basic structure of Murakami's fiction" (237). 
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Taking the I-narrator in Hard Boiled Wonderland and the End of the World as an 
example, Susan Napier shares a similar view in her book The Fantastic in Modern 
Japanese Literature, and affirms that Murakami's protagonist “feels that his 
responsibilities are to himself, not to a wider society or history" (5, qtd in Murakami 
Fuminobu 31). 
The Genderedness of the System 
Yet while Murakami seems to use the term "individuality" to indiscriminately 
denote all human beings, from the perspective of gender studies I think it is vital to 
juxtapose the existing understanding of the term "individuality" with the unequal 
gender oppressions and hierarchies inscribed in the System's societal and political 
structures. Feminists have pointed out how our social and political structures are 
patriarchal, male-biased and produce unequal gender relations by marginalizing and 
oppressing women's voices. Examining the emancipatory discourse of 
“universality，，and "equality" since the French Revolution, Judith Butler points out 
that these terms "have been constructed through unmarked gender and racial 
exclusions" (“Contingent” 55, qtd in Campbell 166-167). Particularly, in Social 
Contract, Carole Pateman states clearly that “[t]he new civil society created through 
the original [social] contract is a patriarchal social order" that accords the male sex 
13 
with a superior political right based on anatomical (sexual) difference (1-3). 
However, since under the patriarchal order, "only men ... are 'individuals'", women 
are subordinated to men as men, and their biological difference is ignored (Pateman 
3-6). According to feminists, current discourses on civilization and political 
structures fail to recognize the female as an individual equal to men, thus producing 
an unequal society between the two genders despite the establishment of equality as 
a fundamental principle after the French Revolution. 
The same observations of female oppression and unequal gender relations are 
no new phenomenon for those who know a bit about the Japanese culture. Despite 
being a general claim, historically Japan has been a patriarchal society. In An 
Introduction to Japanese Society, Sugimoto Yoshio points out that the traditional 
Japanese family system is built on the patriarchal assumption of the koseki system 
(family registry system) that "the wife belongs to her husband's family line as his 
subordinate" (Sugimoto 150-151). In contemporary Japanese society, specific 
gender roles and gendered behaviour are assigned to boys and girls, and even enter 
everyday Japanese language in the terms otokorashisa (manliness) and onnarashisa 
(womanliness). However, as Yosano Akiko angrily confutes in her essay "What is 
womanliness?’’，the term "womanliness" in Japan exposes "men's selfish desire to 
reduce women to a state of gutless submissiveness" that demands women “to stay 
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within bounds and to behave like a docile doll" (42-45). At the end of her essay she 
declares fiercely that the attributes of womanliness, such as love, refinement and 
modesty, should be demanded of all humans and are thus general human qualities, 
thereby arguing for a recognition of women as human individuals (Yosano 46). 
Similarly, Chieko Ariga also writes of a similar problem in the Japanese literary 
circle. In “Text versus Commentary: Struggles over the Cultural Meanings of 
'Woman'", Ariga analyses the position of woman in Japanese culture by inspecting 
the commentaries made by male critics in the Japanese bundan (literary 
establishment), and argues that, 
m] the Japanese variety of modem criticism {kindai hihyo), modeled 
after Western criticism, [...] a work is valued solely by how well it 
addresses the universal truth of 'human beings.' As the recent critique of 
the founding principles of ‘modem，has made clear, however, the notion 
of universal 'human beings' is a fabrication of the ‘modem, era, which 
has suppressed such historical and cultural 'differences' as gender, race, 
and sexuality; according to this critique of the ‘modem，，'human beings' 
are shown to be synonymous with 'heterosexual middle-class (Japanese) 
men.' (Ariga 359) 
Her conclusion that in these commentaries, “the problematic nature of the system 
within which men and women are gendered is ignored" (359) underlines the very 
gender blindness existing in the prevailing Japanese bundan. Obviously, like Carole 
Pateman's observations on the social contract, this is a manifestation of the 
patriarchal social order in which the ignorance of gender difference is inscribed, and 
in which women are being situated in a position inferior and less recognized to men. 
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The gender inequality that has led to women's oppression is naturalized in front of 
the hegemonic discourse of the “universal truth of human beings". This is also why I 
criticized current English research efforts on Murakami for lacking a gendered 
perspective: a gendered perspective focuses on the under-representation of women 
as a category opposed to men, the more privileged sex, whereas the various books 
and book chapters I have reviewed place gender or women's representation under 
larger, macroscopic themes such as identity formation or simulacral structures, 
implying that a reading of the female characters and gender relations only carries 
value if it addresses these themes that have been haunting (male) human beings 
universally. 
This feminist awareness of the unequal, gendered power relations in different 
aspects of society is, to me, a useful standpoint in critiquing Murakami's notion of 
the System and the individual: If his aim of novel-writing is to promote a respect for 
individuality and for our differences, then we must examine whether these 
differences include sexual difference, hence the purpose of this thesis. The thesis 
analyses Murakami Haruki's fictions in light of the above tension between feminist 
thought and discourses on humanity, and exposes how his thinking is in fact no 
different from the oppressive System that he wants to react against. I argue that, 
although Murakami undertakes to shine light on human individuality, he has 
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overlooked the male-centred nature of the System, and thus produced works that 
ironically replicate gender inequality and the underprivileged, oppressed position of 
the woman. In a 2004 interview with The Paris Review, Murakami admits that ‘‘in 
my books and stories, women are mediums [and that] the protagonist is always led 
somewhere by the medium, and the visions that he sees are shown to him by her" 
("Art" 134). However, he seems not to be aware of the gender inequality underlying 
his statementMurakami favours the symbolically male existence and confines 
women to an underprivileged and underrepresented position, a tool through which 
the male protagonist earns his individuality. 
I employ psychoanalytic theories, chiefly the ideas of Jacques Lacan, Sigmund 
Freud and Julia Kristeva, to provide a theoretical framework for my thesis. 
Psychoanalysis, in my view, is useful in reading Murakami because the tension 
between human individuality and the System's collectivity is analogous to the 
conflict between infantile psychosexual development and the symbolic entrance to 
society through identifying with the paternal superiority. In short, psychoanalysis 
can account for both the characters' inner psychology and their respective 
relationship with the larger society. 
Chapter 1 will focus on Murakami's most famous novel, Norwegian Wood 
(1987) and investigate the roles of the female characters as foils for the male 
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protagonist in his coming-of-age journey. I will use Lacan's idea of the Symbolic to 
assist my reading of the System, and expose how the reproduction of gender 
inequality works through Murakami's use of the oppressions faced by two female 
characters to emboss the growth and the individuality of the male protagonist. 
Chapter 2 will move from a heterosexual love story to a homosexual relationship 
and its representation in Sputnik Sweetheart (1999). Using Freud's and Kristeva's 
accounts of the Oedipus complex and the presymbolic, in particular the pre-oedipal 
mother-daughter relationship, I will first situate lesbianism in a tension between the 
heroine's preoedipal desire and entrance into the symbolic. I will then take into 
account the role of the male narrator, and prove that, with lesbian desire occupying 
the peripheral position in the novel, the female characters once again do not stand on 
their own, but instead serve to underline the transformation of the male narrator. 
Employing the theory of the male gaze, first derived by Laura Mulvey based on 
Lacan's concept of the mirror stage, the final chapter deconstructs the narrative 
framework and point of view of a shorter novel, After Dark (2004). The chapter will 
demonstrate how the reader is drawn into the story and inflicts, together with the 
novel's narrator, a scopophilic gaze onto the female characters, again producing an 
unequal politics of the gaze. 
From this summary of chapters, it can clearly be seen that no female characters 
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in Murakami's novels really occupy enough of a principal position to be considered 
as equal to the male characters. With this reproduction of gender inequality as a 
common theme in the three novels I will soon examine, it is no wonder that 
Murakami would put women in an inferior and instrumental position in that 2004 
interview with The Paris Review: Women simply are not considered as individuals, 
or men's equals. 
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Chapter 1 - Spiritual Love, Carnal Sex, and the System Reproduced 
Norwegian Wood is Murakami's most famous literary work, and it is the novel 
that earned him overnight fame when it was published in 1987. On the face of it, the 
novel is a story about love, identity and the coming-of-age process, depicting a world 
of "uneasy friendships, casual sex, passion, loss and desire", as described on the back 
cover blurb of the English translation. Indeed, the novel's critical reception clearly 
classified it as a coming-of-age romance. Paul Quinn of The Times Literary 
Supplement praised the novel for its capture of “the absorption and giddy rush of 
adolescent love" ("Kamikaze Characters"), while Gregory Miller evaluates the novel 
as ‘‘a coming-of-age tale, redolent with sex, drinking, suicide and quasi-philosophical 
discussions" for The San Diego Union-Tribune (“Talking，，). These critics, however, 
fail to connect the key terms, "coming-of-age" and "romance" with a broader scope 
intertwined with the System's oppression and social resistance. 
This first chapter looks closely at the complicated relationships between the 
System and each main character in the book and tries to analyse the genres of 
romance and coming-of-age (i.e. bildungsroman) as a means of submission to, or 
opposition against, the System's various forms of oppression. I argue that the genres 
of bildungsroman and romance combine to form the very structure that confines the 
female characters in a specific role with respect to the male protagonist's growth and 
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love relationships. 1 will first employ Lacan's psychoanalytic concept of Ihc 
symbolic to explain the System, and endeavour to understand, with respect to the 
System's specific oppression, the roles of sex and love for the two main female 
characters, Naoko and Midori. The remaining part will concentrate on how these two 
female characters are denied their own personal growth and are ultimately employed 
to cast light on the growth of the male protagonist, Watanabe. By doing so, the novel 
in fact reproduces the existing sexual oppressions of the System by denying the 
female characters the element of growth that is allowed to the male protagonist, 
thereby going against Murakami's claims to shine a light on individuality. 
First, a brief synopsis of the book. 37-year-old Watanabe Tom recalls his youth 
in the 1960s, when he, his best friend Kizuki, and Kizuki's girlfriend Naoko are 
having a great time. Kizuki kills himself on turning 17, and his death brings a sense 
of loss to both Watanabe and Naoko. Gradually the two surviving friends get closer 
and eventually develop a romantic feeling. On Naoko，s birthday, they 
consummate their relationship for the first and last time, yet after that Naoko is 
removed to a sanatorium. While writing regular letters to her and even visiting her on 
occasion, Watanabe befriends another girl called Midori who has a very different 
personality to Naoko. The two slowly get attracted, to the point where Watanabe 
realizes he loves both girls at the same time. After a few quarrels between Midori and 
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Watanabe, news of Naoko's suicide soon reaches him, and devastated, he runs away 
and wanders alone around Japan for a month. Once back in Tokyo, he has a visit 
from Naoko's roommate at the sanatorium, Reiko, and they go through the details of 
Naoko's suicide and then make love through the night. The novel ends with Reiko's 
relocation to Hokkaido and Watanabe's phone call to Midori declaring his love for 
her, but realizing that he has no idea where he is, lost, as he is, amidst the currents of 
people surrounding him. 
The System and the symbolic 
To evaluate the System's specific oppression on the characters, I propose to 
understand the System in terms of Lacan's concept of the symbolic. As I have said in 
the Introduction, the symbolic helps us understand the relationship between an 
individual's psychological development and the operation of socio-cultural structures. 
However, to read Lacan we must first read Freud and his ideas on the development of 
infantile sexuality, especially the concepts of the ego and superego. 
In Freudian psychoanalysis, infantile sexuality develops from the Oedipus 
complex, which refers to the child's desire for the mother and its desire to kill the 
father (the Oedipus complex will be discussed in detail in Chapter 2). Since the child 
fears retaliation from the father for wanting to kill him, the child represses his desire 
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for the mother, and earns an "identification with his father, and the superiority of 
masculine identification" (Chodorov 94). In this sense the father figure and his 
authority is a superego (or ego-ideal) that regulates the ego's desire and keeps an eye 
on the ego's actions through various parameters of power, such as conscience, which 
inhibits certain actions through inducing a sense of guilt in the ego (Freud, 
Civilization 83). The father figure now becomes a metaphor and inscribes a law, and 
from this metaphorical significance Freud has applied this idea to explain the origin 
of civilization and culture. In Totem and Taboo, Freud contends that the oedipal wish 
is the taboo of totemistic incest forbidden by the child's sense of guilt at wanting to 
remove the superego-father whom the child worships and hates; the Oedipus 
Complex therefore forms the "beginnings of religion, ethics, society, and art" {Totem 
235-238). Later, in Civilization and its Discontents, Freud makes specific references 
to how this cultural version of the super-ego, in particular a heightened sense of guilt, 
drives the evolution of civilization (81). 
Lacan undertakes Freud's idea and develops it into the symbolic order. He 
observes in a seminar that everything in our world "is ordered in accordance with the 
symbols which have emerged, in accordance with the symbols once they have 
appeared" ("Symbolic" 29). These symbols do not stand on their own. In “The 
Function and Field of Speech and Language in Psychoanalysis", Lacan maintains 
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that the lives of different individuals intersect and meet on a network of symbols: 
"Symbols in fact envelop the life of man in a network so total that they join together 
and give] the law of the acts that will follow him right to the very place where he is 
not yet and even beyond his death" ("Function" 74). Needless to say the creation of 
“the law of the acts" has its origin in the symbolic law of the father. Hence, the 
symbolic is a network of symbols which is "governed by the paternal metaphor and 
the imposition of paternal law" and is “a function that intervenes in all aspects of our 
lives” (Homer 36, 57). For Lacan, the origin of culture is situated in the symbolic 
that writes and implements the primordial law concerning the oedipal desire and 
taboo against incest. As Strecher summarises neatly, the symbolic order is 
a social contract...the expression of a ‘higher truth' that governs the 
behaviour of human beings, disrupting their pursuit of the object of 
desire, the unconscious Other. Its most common manifestations were 
once found in expressions of religion and morality, later in promises of 
"civilization." (Strecher 115-116) 
Strecher considers the symbolic a handy idea in explaining the struggle of 
self-identity for Murakami's protagonists, because a self-identity is the desired一but 
simultaneously denied一Other, the lack that is barred by the symbolic which always 
steps between the Self (the subject) and Other (the subject's desire) (116). The denial 
of a self-identity points to the negation of an individuality that is indeed the mode of 
operation of the System according to Murakami. 
There is one more feature of the symbolic I want to discuss in relation to 
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Norwegian Wood. Matthew Strecher interprets Lacan's symbolic as a "linguistically 
grounded version of Freud's ‘superego,，，(Strecher 109), which suggests that the 
symbolic is also linked to language. The symbolic as a concept was inspired by (on 
top of Freud) structural linguistics and especially the theories of Claude Levi-Strauss 
and Ferdinand Saussure, who famously proposes the division of a sign into two 
components: the signifier (the sound pattern, or outward appearance of the word) 
and the signified (the concept to which the sign refers). For Lacan, this system of 
signification in language explains how everything is ordered and structured 
including our unconscious and subjectivity (Homer 43-44). As human beings, then, 
our relation with other human beings is also connected to this system of language 
and signs. As Julia Kristeva maintains, “the symbolic一and therefore syntax and all 
linguistic categories一is a social effect of the relation to the other" (Revolution 29, 
italics original). Lacan even sees the symbolic as the circuit of language "through 
which the desires of others are articulated and through which we are forced to 
articulate our own desire" (ibid, 44). 
What is significant here is that if the symbolic is a collectivity of signs that 
founds cultures and societies, and that allows us to articulate desire with other 
people, then one enters the symbolic through learning how these signs, and their 
corresponding signifiers and signified meanings, operate, or in other words, through 
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the acquisition of language. Language, or the ability to produce verbal or written 
speech, is the indicator of one's entrance into the symbolic. 
Entrance to the symbolic/System 
In Norwegian Wood, the entrance to the symbolic coincides with the entrance 
into the social System and is figuratively represented by the coming-of-age process 
that marks the novel's genre as a bildungsroman^ The coming-of-age process 
exhibits itself at the threshold between childhood and adulthood, which in a Japanese 
context is the age of majority—age 20一when a person acquires the right to smoke, 
to drink alcohol and to vote. As Reiko, Naoko's roommate at the sanatorium, puts in 
a matter-of-fact way, "the years 19 and 20 are a crucial stage in the maturation of 
character" (p. 152). Apparently, it is crucial to maturation because adolescents 
become adult on turning 20. The novel, then, is a record of the transition of the male 
protagonist, Watanabe Tom, from adolescence to adulthood, spanning as it does from 
a period when he is 17 years old to when he is not yet 21. 
Yet, a major conflict represented in the novel is the resistance to approach 
adulthood. At one point Watanabe expresses his assumption that he will stay 18 or 19 
forever, i.e. after 19 years old he would turn 18 (p.47). The rejection of "turning 20”， 
In this thesis, I use the two terms, bildungsroman and coming-of-age novel, interchangeably to 
refer to a genre of fiction that documents the development and maturity of the protagonist's mind and 
character from childhood to adulthood (Abrams & Harpham 229). 
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in my view, shows a psychological reluctance to enter the symbolic/System, to 
expand inevitably one's social network in relation to different groups of people such 
as fellow friends at the university, and colleagues at work, and to observe and 
conform to socially acceptable rules of behaviour. 
Indeed, Watanabe, Kizuki and Naoko form a trio that exists on its own, free 
from the interference of the outside world: Watanabe and Kizuki are each other's 
only friends, while Naoko has known Kizuki since childhood and their romantic 
relationship is described as a most natural happening. The couple form an isolated 
pair who grow up, according to Naoko, “naked on a desert island," picking a banana 
to eat if hungry, and sleeping in each other's arms if lonely, and Watanabe in turn 
becomes the only link connecting the couple with the world outside (p. 169). Contrast 
this isolated, detached childhood environment, with Itoh, a university student 
Watanabe gets to know later in the novel, who complains that his girlfriend is being 
"super-realistic" when she talks about settling down for a stable job and starting a 
family once she turns 20 (p.337). Childhood (or adolescence, more correctly) and 
adulthood are a pair of opposites, where childhood is a dream-like heaven isolated 
from the external world, as opposed to adulthood being a realistic submission to the 
societal expectation of leading a decent, stable life. It is this threshold of turning 20 
that makes the novel a bildungsroman: becoming 20 is the moment when a person is 
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forced to move away from a childhood and be submitted to the System. Naoko 
expresses this clearly when she says that if Kizuki had not died, they would grow 
gradually “unhappy” because they would have to "gradually pay back what we owe 
the world, [t]he pain of growing up." (p. 169). In other words, the isolated 
environment in which they grow up creates for them a harmonious, isolated, 
dream-like heaven and prevents them from entering the symbolic. As they approach 
age 20, however, this isolation is impossible to maintain because they are forced to 
make contacts with the external world and “enter society" (p. 169), opening up their 
isolated environment for other interpersonal relationships. Kizuki's death, then, can 
be read as a desire to stay in their paradise forever; in death he would remain 17, and 
would never have to reach 20. 
The System versus Naoko, Watanabe and Midori 
Having discussed how the genre of bildungsroman intersects with the entrance 
to the symbolic/System, I will now examine how the coming-of-age process is 
realized for Watanabe, the male protagonist, through the help of his two love 
interests, Naoko and Midori. Given Watanabe's first-person point-of-view, the novel 
depicts his coming-of-age process and how his romance with Naoko and Midori 
forms a love triangle. This love triangle is, as the introduction at the back cover of 
28 
the Hnglish translation puts succinctly, a choice ‘‘between the future and the past", in 
which Naoko is the past and Midori the future. I argue that the two female characters, 
Naoko and Midori, exist metaphorically as two stages of growth, the past and the 
future, for Watanabe, and in doing so their roles are hence defined with respect to 
Watanabe, and they are barred from accessing their own individuality as individual 
human beings. In examining Naoko and Midori, I will focus on two aspects of each 
character: language ability as a (dis)connection with the symbolic, and a split 
between the carnal and spiritual aspects of a romantic relationship. I have pointed out 
at the start of this chapter that language is an indication of one's entrance into the 
symbolic. In addition, in this thesis I regard sexual intercourse, i.e. a bodily 
attachment between two persons, as the carnal aspect of a romantic relationship, and 
psychological affection, or an attachment between two souls, as the spiritual aspect 
of a romance. 
Naoko: Split between the Carnal and Spiritual 
I will first look at Naoko and her specific oppression under the System. Naoko 
is posited as the past, but, as a female character, she fails to complete her 
coming-of-age process due to those oppressions she faces. I have just shown that 
Naoko and Kizuki grow up as a pair of lovers in an isolated environment detached 
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from the rest of the world. Her refusal of the inevitable progress of growth can then 
be contextualized as a split or conflict between her desire to be with Kizuki forever 
in their unpolluted environment一thus staying in the past一and her reluctance to 
enter the symbolic/System, where she must relate to other people through language 
and communication. 
Yet the ability to communicate with words and language is what Naoko often 
lacks, surely a sign that she is "burrow[ing] inside herself (p. 340) and rejecting the 
System/symbolic around her. Ironically, the sanatorium that she goes to aims to 
restore her speech ability so as to reconnect her with the symbolic. Patients, who are 
deemed insane or deformed, have to be completely honest about everything in 
therapy sessions, which often feature extended talking, and take up a helpful attitude 
to help each other out (p.l31). Part of the goal of recovery then, or the day a patient 
is recovered and returns from the sanatorium to the real world (the System), is when 
s/he can communicate orally and connect with other people through words. 
The two aspects, i.e. the camal/spiritual split and the language ability, which 
reflect Naoko's attachment to the past, can be found at the same time in two key 
events. The first event is the night of her birthday when she talks to Watanabe 
for hours about her own childhood, her school and her family. When Watanabe 
interrupts her in order to catch the last train, she pauses, breaks down and cries in his 
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amis, eventually having sexual intercourse with him. The second event is the eve of 
her suicide when she relates to Reiko, in complete detail and in a manner similar to a 
confession, her sexual intercourse with Watanabe on her 20出 birthday. Again, after 
the talk she cries and needs Reiko to hold her, and the next morning she hangs 
herself. In both incidents, speech and sex represent the fracture in her wish to stay in 
the past and the inevitable force that wants to push her into the symbolic. 
If, as Naoko has said, she and Kizuki have grown up in an isolated 
environment in which only the two of them exist, then Naoko's sudden mastery of 
speech in the first incident, together with her inability to cease talking and sharing 
with Watanabe about her childhood, her family and her school, reflects that she is 
forging a connection with a third party (i.e. Watanabe) other than her boyfriend 
Kizuki. I therefore see this connection as the first inevitable step for her to step out of 
that isolated environment she had shared with Kizuki, and to be forced to approach 
and enter the symbolic. This is supported by Watanabe's observation that the 
childhood events Naoko shares are connected in a strange and even warped way: 
“Before you knew it, story A had turned into story B, which had been contained in A, 
and then came C from something in B, with no end in sight" (p.48). The strange 
connection reveals the lack of an overall structure: each event in her sharing "has its 
own internal logic” {ibid.), hence we can take each event as a separate signifier that 
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represents a fragment of Naoko's memory. Yet, contrary to language, which aims to 
transmit a meaningful message to the listener through specific grammatical rules and 
inter-sentential structures (such as connectives and paragraphing), these separate 
events do not connect well with one another to form a comprehensive whole. 
Without a logical flow between the bits of memory, Naoko's talking does not have a 
clear theme, or to put it simply, she talks for the sake of being forced to talk, for the 
sake of entering the symbolic through sharing her past with Watanabe. On the other 
hand, the nonstop talking is also a gesture of conscious rejection of the symbolic, 
because she avoids talking about some painful subjects such as Kizuki (p.49). 
Although she has to talk, she consciously steers the topic away from subjects she is 
reluctant to dwell on, perhaps because she wants to reserve and keep that part of her 
sentiments and feelings intact, out of reach of Watanabe. This goes against the 
prescribed treatment of the sanatorium, which requires every patient to be completely 
honest about their secrets in order to reconnect back to the world outside (thus Naoko 
later talks honestly about many of her inner feelings with Watanabe). Hence, 
avoiding talking about Kizuki here reflects her reluctance to fully submit to the 
symbolic that forces to expose her inner sentiments to Watanabe. In effect, 
eschewing certain topics further severs the connection between the events she has 
shared; hence Naoko only reveals her partial self, or her fragmented self, an 
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unfinished entrance to the symbolic. 
Once her access to speech is interrupted by Watanabe, she breaks into intense 
crying, and asks Watanabe to sleep with her so as to “give her release" (p.50). I read 
this sexual invitation then as the second part of her inescapable passage to adulthood 
alongside the nonstop talking. Since Naoko and Kizuki are each other's first loves, it 
is likely that they would also be each other's first sexual partners; but ironically, no 
matter how hard they have tried, Naoko,s body simply will not let Kizuki enter. The 
sex she has with Watanabe is her first and last time, but the timing, i.e. on her 20出 
birthday, not before, not after, has an unmistakable symbolic meaning: Since her love 
with Kizuki arises out of an unpolluted childhood environment, only the spiritual 
aspect exists in their romance, making their relationship one of a Platonic purity 
without the carnal element一in fact, it would be better to say they are denied the 
carnal aspect and are made to fail in having sex. The carnal aspect of a romance, or 
sexual intercourse, functions as something like a rite of passage into the symbolic, 
the ritual that marks the decay of her purity as she enters the tainted adult world and 
repays the debt she owes the System. 
Notice that while Naoko must project her carnal needs onto another person, by 
choosing to have sex with Watanabe she is on the one hand making a conscious 
choice of whom her virginity is lost to, but also confirms, on the other hand, that the 
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sex is inevitable. Naoko once asks Watanabe impatiently, “[w]hy do you think 1 slept 
with you? Because I was so drunk I would have slept with anyone?" (p. 146). She 
would not have needed to have sex with Watanabe if Kizuki is the one she loves, but 
she demonstrates her determination to choose whom she is going to have sex with. It 
follows that sex is the inevitable entrance to the symbolic; by having sex with 
someone (Watanabe in this case) outside her romance with Kizuki, her initiation or 
connection with the outer world is secured through a bodily integration with another 
person. Once she has sex, however, she has walked down that fated path towards her 
downfall, because this goes against her wish to stay with Kizuki, who was 
unattainable physically due to his death and who is now also spiritually unattainable 
due to her having sex with another man. 
Therefore, in the second event, i.e. the talk with Reiko before her suicide, the 
pattern is similar to the first one~Naoko speaking unstoppably, and crying and 
urging someone to hold her—except that this time the extended talking is a form of 
confession that shows her resolution to defy the symbolic, whereas for the first time 
sex complements verbal ability to bring her into the symbolic. As she recounts the 
sexual experience to Reiko, she expresses a resolute defiance against sex: 
No，Reiko, I knew it [sex] would never happen again. I knew this was 
something that would come to me once, and leave, and never come back. 
. . . ] I just don't want anybody going inside me again. I just don't want to 
be violated like that again 一 by anybody, (p.374) 
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The word “violation’’ insinuates that the sex she has had with Watanabe, no matter 
how much she enjoyed it, remains a violation, or synonymously an infringement, of 
lier carnal fidelity to Kizuki. In spite of the fact that this sexual experience with 
Watanabe has happened more than a year ago, and despite all the other events in her 
short 21 years of life, she still chooses to retell it to Reiko as her final words on the 
eve of her suicide. This, I argue, reveals the importance of that sexual experience as 
the knot that bothers her and that she must un-tie. The way to do it is to speak it out, 
to confess it deliberately: only through declaring a refusal to have sex again can she 
reclaim her fidelity to Kizuki. The confession cleanses her, just as Reiko remarks 
that after the long confessional talk，Naoko sleeps like “a girl of 13 or 14 who's 
never had a bit of harm done to her since the day she was bom" (p.375), an obvious 
reference to the turning of the clock back to her pure, untainted adolescence before 
Kizuki,s suicide. 
These two incidents are significant in showing the fissure between Naoko’s 
wish to stay with Kizuki in their past, bubblegum childhood, and the destined path 
of submission to the System. Through this fissure, we catch the conflict between her 
doomed fate to turn 20 and become an adult, and her wish to reject this very fate. 
She represents the past because she rejects a future, where she will have to be 
submissive under the System. 
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Midori: Material oppression, love, and sexual fantasy 
I now turn to Midori, who “is everything that Naoko is not" (Strecher 50), and 
investigate how, due to a different type of oppression to Naoko, Midori is posited as 
the future as Naoko represents the past. Midori's view towards love and romance is a 
projection to a future that arises from the oppression related to material life and the 
social class she is in under the System. Whereas Naoko's problems are purely 
psychological and mental, Midori has to face, during her adolescence, hardships and 
certain demands of society that one usually experiences in adulthood. For Midori, the 
period of adolescence should be when one does not have to ‘‘worry about anyone 
else's needs, just stretching out any way we [Midori and her sister] felt like it" 
(P.330). However, during her adolescence, she has to balance studying, maintaining 
the family bookshop in a small neighbourhood, visiting her sick father at the hospital, 
meeting up with her boyfriend and seeing Watanabe. Moreover, her struggles to 
make ends meet and support the family makes her see through many of the world's 
hypocrisies and problems. For example, she cannot admit her working-class 
background in front of her affluent high school friends, and recalls how she acted 
low and humble while treating an impertinent taxman to her home with deluxe sushi. 
Also, she has had her share of experiences with the hypocrisy of the student activists 
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in l%Os Japan, as she “pokes fun at these political struggles, mocking the 
seriousness of political activists both on the right and left" (Strecher 48): She exposes 
the hierarchical gender structures and inequalities in the folk music club at her 
university, and complains that the male members often bluff about big terms, such as 
class struggle and social revolution, whilst ordering the female members to make 
snacks for their meetings (p.233-36). Finally, when she brings Watanabe to visit her 
father at the hospital, she criticizes the impracticality of the sympathy shown by her 
relatives: 
They [the relatives] just have to drop by and show a little sympathy. I'm the 
one who wipes up the shit and collects the phlegm and mops the brows ... 
T]hey see me eating all my food and they give me this look and say, 'Oh 
Midori, you've got such a healthy appetite.'...They're old enough to know 
how the world really works, so why are they so stupid? It's easy to talk big, 
but the important thing is whether or not you clean up the shit, (p.245, 
italics original) 
Midori disapproves of these visits and condolences and sees through their 
uselessness. In short, she faces an inverted life-pattern different from most 
youngsters. As an adolescent who is thrown into the hardboiled world and has to face 
these situations every day, she is not only vexed at the lack of help when facing 
tough situations, but also at the way the System, or in other words the world of adults, 
deprives her of the worry-free adolescence she dreams of. 
On top of material oppression, her childhood is further plagued by a lack of 
parental love. Her parents have loved each other unconditionally, and in contrast to 
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the strong affection between her parents, the daughters, Midori and her elder sister, 
seem to be an intrusion between the love of the parents. Midori remembers the 
negligence her parents show towards her in two events: the first is when her mother 
shouts at her that "'you're not my daughter!"', and the second is when her father 
wishes that Midori and her sister had died in place of his late wife (p.254). Yet while 
Midori is angry at her father for the very little love he has given her, she warns 
Watanabe that "when you [Watanabe] take me, you take only me. And when you hold 
me in your arms, you think only about me.,, (p.347, italics original), projecting 
mimetically onto her lover a love relationship that coincides with that between her 
parents. 
It is from this harsh and unfair reality一filled with problems of material 
satisfaction and wounds of the harsh words from her parents—that she avows "I'm 
not going to believe in any damned revolution. Love is all I'm going to believe in" 
(P.237). She warns Watanabe that when he is ready to fall in love with her, he cannot 
let anything hurt her, since she has had "enough hurt already in my life. More than 
enough. Now I want to be happy" (p.347). This quote makes it clear that love to 
Midori is a brand-new stage in her future that signifies the end of the sufferings and 
hardships inflicted on her. On the one hand, romance is a refuge from the nonsensical 
revolutions that prevailed in the 1960s, a convalescence from the material oppression 
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that she is forced to undergo due to her family condition. On the other hand, she 
searches for a lover who will love her like her father loves her mother. In terms of the 
spiritual aspect of romance, which I termed earlier, Midori wants to secure a very 
tight spiritual affection between herself and her boyfriend. In fact, if we consider her 
demands as a wish to enter a completely private circle with her lover, then it is no 
different from the spiritual bond between Kizuki and Naoko I have pointed out 
earlier. In this sense, what Midori is looking for is to live out, in her future, a pure 
love relationship similar to Naoko's adolescent romance with Kizuki. 
Like Naoko, Midori's view of love is also tightly connected with her language 
ability. However, while words for Naoko is a tool to enter the System, it is for Midori 
a way to regain ownership of herself. For example, she speaks to Watanabe about her 
selfish view of love: 
I'm looking for selfishness. Perfect selfishness. Like, say I tell you I want 
to eat strawberry shortbread. And you stop everything you're doing and run 
out and buy it for me. And you come back out of breath and get down on 
your knees and hold this strawberry shortbread out to me. And I say I don't 
want it any more and throw it out of the window.. .And when I do it, I want 
the man to apologize to me. ‘Now I see, Midori. What a fool I've been! I 
should have known that you would lose your desire for strawberry 
shortbread. I have all the intelligence and sensitivity of a piece of donkey 
shit. To make it up to you, I'll go out and buy you something else. What 
would you like? Chocolate mousse? Cheesecake?' (p.99-100) 
Midori's spiritual and material needs come together in this excerpt as she demands 
absolute loyalty and material satisfaction from her lover, yet we also see that she 
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expresses her desire for selfish love through speaking out her imagination in words. 
Furthermore, as much as she speaks out her ideal spiritual and material demands, she 
also regains ownership of her sexuality through words. Midori is deprived of 
sexuality and is ignorant about sex, since she grows up in a girls' school, and her 
ex-boyfriend calls her a nymphomaniac if she starts asking about sex. Her sexuality 
is thus repressed by her upbringing, and can be restored when she is with Watanabe, 
asking him about male masturbation habits, watching a pom flick together, and even 
asking him to think about her when he masturbates. On several occasions she even 
projects her sexual fantasies onto him: 
do you [Watanabe] have any idea what I would like to do right now?[. . .] 
Well, first of all, I want to lie down in a big, wide, fluffy bed. I want to get 
all comfy and drunk and not have any donkey shit anywhere nearby, and I 
want to have you lying down next to me. And then, little by little, you take 
off my clothes. Sooo tenderly. [...] then you show it to me. Your thing. 
Sticking right up. I immediately cover my eyes, of course, but I can't help 
seeing it for a split second. And I say, 'Stop it!’ Don't do that! I don't want 
anything so big and hard!' (p.225-226, italics original) 
Putting these fantasies in words allows Midori to discover also the carnal (sexual) 
aspect of a romance, to freely re-imagine her sexuality by being sexually drawn to 
Watanabe and marking him as a lover who is sexually available unlike her 
ex-boyfriend. 
To sum up, in contrast to Naoko, who chooses the past and does not struggle 
materially, Midori looks forward to the future as a getaway from the material 
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oppression she faces and a way to re-own her romance and sexuality. 
Bildungsroman and Romance Revisited 
Despite all their differences, however, there is a common point shared by 
Naoko and Midori: Both Naoko's desire for the past and Midori's yearning for the 
future highlight their wish to escape the System and to run away from the oppression, 
psychological or material, that they face respectively. For Midori, if her ideal 
romance is comparable to that between Naoko and Kizuki, in which no third party 
can intrude and is free of the System's interference, then her sense of the future is 
actually a retreat, a withdrawal, back into adolescence; or in short, she lives out her 
adolescence in her future. Midori, then, is not meant to be a character to show how 
one can take on the System. Similarly for Naoko, I will argue that by choosing to 
kill herself and stay in the past, she is in fact divested of a substantial cure for the 
future, and of an individuality that would have qualified her for, and made her 
capable of, fighting against the System. It is possible to argue that at least Midori has 
a future to look forward to, whereas Naoko is simply denied one; indeed Midori is 
one of the few main female characters in Murakami's oeuvre who does not die or 
disappear, and hence is given a sense of a future, when the book ends. Still, this final 
section juxtaposes Naoko's and Midori's common escape from the System against 
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the privileged growth that Watanabe gains with respect to his coming-of-age story. 
As the protagonist and narrator of the novel, Watanabe is the individual who 
successfully moves from adolescence to adulthood. Contrary to the female 
characters, who want to return to adolescence, Watanabe leams through the novel to 
embrace adulthood bravely with a newfound realization of responsibility as the price 
of growth. I am especially inspired by a quote by Japanology scholar Chieko 
Mulhem on Japanese formulaic romance: 
the heroine must be made unconscious, hurt, or otherwise physically 
incapacitated in the presence of the hero, preferably in a manner to cause 
him to feel responsible for her condition. (Mulhem 64, qtd. in Strecher 
49) 
The quote, one that Strecher dismisses for its “rather dim view of the Japanese 
male”，fits perfectly to Norwegian Wood and explains that Watanabe, conforming to 
formulaic Japanese romance, feels a sense of responsibility for Naoko. 
Naoko is the one who triggers this sense of responsibility because she embodies 
Watanabe's past. Distraught because of Kizuki，s death, Watanabe leams the 
philosophy that “[d]eath exists, not as the opposite but as a part of life" (p.30), and 
becomes an impartial observer who ‘‘stop[s] taking everything so seriously, 
establish[ing] a proper distance between myself and everything else" (ibid). 
However, just as he starts a new life by studying in Tokyo, he suddenly meets Naoko 
again. The serendipity is unmistakable: In his new life in Tokyo, Naoko is the only 
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person from Watanabe's former life; hence she becomes the symbol of Walanabe's 
past, like a living memory lingering in the present. Positioned as an extension of his 
pre-Tokyo memory, Naoko then functions in the novel as a transitional stage through 
which Watanabe must decide whether to choose her, the past, or Midori, the future. 
Through this struggle between the past and future, and especially through his 
witnessing of Naoko，s deteriorating condition, Watanabe understands that he is a 
20-year-old adult who is past adolescence and has to grow up. He sees her as a 
responsibility left to him by Kizuki, which is best exemplified by a long and 
reflective monologue he imagines having with the dead Kizuki later in the novel: 
Unlike you [Kizuki], I've chosen to live - and to live the best I know how. 
[. . .]What the hell, it's hard for we...all because you killed yourself and 
left Naoko behind. But that's something I will never do. I will never, ever, 
turn my back on her. First of all, because I love her, and because I'm 
stronger than she is. And I'm just going to keep on getting stronger. I'm 
going to mature. I'm going to be an adult. Because that's what I have to 
do. I always used to think I'd like to stay 17 or 18 if I could. But...I'm not 
a teenager any more. I've got a sense of responsibility now [...] I'm 20 
now. And I have to pay the price to go on living, (p.327) 
This passage is particularly noteworthy for a couple of reasons. First, it confirms the 
idea that Watanabe had resisted reaching 20 and wished to stay in his adolescence, 
and also highlights一and in the meantime echoing Mulhem's quote above一that the 
price he has to pay to move on from adolescence to adulthood is a sense of 
responsibility particularly for Naoko. Second, Naoko in this sense becomes what 
Murakami calls a medium (as he said in the 2004 interview with The Paris Rcvic\\\ 
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which 1 quoted in the Introduction): “in my books and stories, women arc mediums 
and that] the protagonist is always led somewhere by the medium, and the visions 
that he sees are shown to him by her" (134). Naoko is thus reduced to a tool through 
which Watanabe realizes his growth and acquires a sense of responsibility. When 
Watanabe says he will not turn his back on Naoko because he is stronger than her, 
Murakami obviously puts Naoko in a weaker position who seems to need Watanabe's 
salvation and illuminate in return the path of his growth. 
This sense of responsibility is, I think, at the heart of the so-called romance 
between the two of them. Japanese critic Kuroko Kazuo accuses Watanabe of not 
showing any more emotion than mere "sadness" when he first leams that Naoko has 
entered a sanatorium: 
‘T, (Watanabe) only feel sad, and regarding Naoko，s unexplainable 
admission into the sanatorium, I did not ask if it had anything to do with 
me, nor did I go to Naoko's home to inquire about the truth. If my 
relationship with Naoko had involved a passion comparable to matters of 
life and death...our separation would have brought a certain level of 
psychological damage, and a struggle like this would have triggered off a 
reflection of my own inner world. But for this novel, this is not the case. 
(Kuroko 128, my translation and italics) 
The lack of a psychological damage and a subsequent reflection is, for Kuroko, an 
evidence of the absence of love between the two characters. Kuroko raises an 
interesting question as to whether we should read Norwegian Wood as a romance 
despite what Murakami himself has claimed; but more importantly, Kuroko points 
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out Watanabe's role in Naoko's problems with regard lo Watanabe's lack of 
reflection. If, as I have argued, part of Naoko's problems is due to the betrayal of her 
fidelity with Kizuki by having sex with Watanabe on her birthday, then 
Watanabe is actually that accomplice who brings about her deterioration but is 
obviously ignorant and insensitive to the damages he has done to her. 
The word "past" can not only be read as Watanabe's former life, as I have just 
done, but can also be read semantically as the opposite or negation of the future. In 
this sense Naoko represents the past not only because she knows about the pre-Tokyo 
Watanabe, but also because she is denied a future with him. Watanabe has on many 
occasions envisioned living with Naoko in the future and invites her to live with him; 
by living together, he means to "protect [Naoko] from the dark and form bad 
dreams” and “hold [her] when things got difficult" (p. 193). Yet this is but lip-service, 
for deep down he is very insecure about their future. Although he insists that he will 
not repeat what Kizuki has done and give up on Naoko, he fails twice to make a 
commitment to wait for Naoko when she hypothesizes that she may not recover: 
“But I [Naoko] might never recover. Will you wait for me forever? Can 
you wait 10 years, 20 years?,， 
"You're letting yourself be scared by too many things," I [Watanabe] said, 
(p. 193) 
"What if I [Naoko] never get better? What if I can never have sex for the 
rest of my life? Can you keep loving me just the same? Will hands and 
lips always be enough for you? Or will you solve the sex problem by 
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sleeping with other girls?” 
“ rm a born optimist," I [Watanabe] said. (p.314) 
The first quote is when Watanabe visits Naoko at the sanatorium for the first time in 
summer; the second takes place during his subsequent visit in winter. He has been so 
positive about her situation that he even invites her to live with him, but when she 
hints in both instances that she might not be able to recover, he does not give a 
straightforward commitment to take care of her for the rest of their lives. If she is 
destined to remain hopelessly ill forever, then Watanabe is free from sacrificing the 
rest of his life on her. By avoiding a direct ‘yes，，he is reluctant to promise, almost 
denying, that he can keep loving Naoko just the same if she remains ill. Watanabe 
occupies the active role here, and Naoko the passive; his rejecting her strengthens her 
representation as the past because she embodies a sense of expiration that is unable 
to be carried into Watanabe's vision of future. 
To extrapolate further, Naoko's suicide is not only a gesture of her attaching 
herself to the past; she also has to die for Watanabe's sake. I have put forward that, 
by committing suicide, Naoko has chosen the past, her Kizuki, “the only one in your 
；Naoko's] heart", as Watanabe himself notes (p. 146). When she dies, Watanabe 
leams a new philosophy on top of the one he has learned from Kizuki's death: 
I had learned one thing from Kizuki's death, and I believed that I had 
made it a part of myself in the form of a philosophy [that death exists as a 
part of life]. [...] What I learned from Naoko's death was this: no truth can 
cure the sadness we feel from losing a loved one...All we can do is to see 
46 
that sadness through to the end and learn something from it... (p.360) 
To see the sadness through to its end implies there is an end to the sadness from 
which Watanabe must move on subsequently. What he learns from Naoko's death is 
to leave behind the sadness of losing the people he loves and look forward to the 
future. He has not been able to achieve this when Kizuki dies, because Naoko is left 
to him as a burden of responsibility. With Naoko's death, she is transformed into a 
piece of significant memory, “a broad, open space, untouched, for Naoko and no one 
else” in Watanabe's mind that will live in him as long as he lives (p.353). However, 
this memory no longer interferes with Watanabe's life anymore, but instead can be 
recalled when necessary, as exhibited in the opening lines of the novel, when the 
37-year-old Watanabe tries to recollect Naoko's face, despite some difficulty, on 
hearing her favourite song, The Beatle's Norwegian Wood. 
What becomes clear from the above reading, then, is that there is no 
emancipation available for Naoko, and by designing her fate in such a way 
Murakami Hamki also robs her of a future, of an individuality that would have 
allowed her to rebel against the System. Only when Naoko is dead and removed 
from Watanabe's life can he release himself from his past responsibilities and start a 
new path (alongside a new responsibility) with Midori. 
Resembling the future, Midori signifies Watanabe's entrance into the future by 
functioning like a milestone that marks the end of his relationship with Naoko. As 
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Watanabe himself admits, "what exists between Midori and me...has an irresistible 
power...to sweep me into the future ...what I feel for Midori is a wholly different 
emotion [that] stands and walks on its own, living and breathing and throbbing and 
shaking me to the roots of my being." (p.353). His affection towards Midori is more 
violent, more intrinsic, its impact more long-lasting. Throughout the novel, Midori 
has on a few occasions pulled Watanabe out of depression. When he receives news 
from Reiko that Naoko is deteriorating, he runs away from Tokyo for a week living 
in a slipshod way until Midori writes a letter to him, pulling him back to his daily 
life. The ending of the novel, too, suggests that Watanabe has settled himself from 
Naoko's death and decided to “begin everything from the beginning" with Midori 
(P.386). Hence, Midori is the girl who helps move Watanabe away from his past and 
promises him a future romance. 
From this analysis of the three main characters, I argue that the female 
characters, Naoko and Midori, are denied an individuality to take on the System, and 
are instead employed as a “medium” or a “tool”，as I laid out in the Introduction, to 
strengthen and underline the growth of the male protagonist. Naoko is denied a 
future and does not have the potential to undo the devastating effects of becoming an 
adult and entering society and the System. Midori recedes back to adolescence in her 
future and sees her romance with Watanabe as a chance to run away from the 
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material oppression that she has been facing from the System. In stark contrast to 
their evasion, the task of growth is left ultimately only for the male protagonist and 
narrator of the novel, Watanabe, who collides head-on with the System and his 
adulthood bravely, realizing the need to grow up and assume responsibility for the 
people he loves. 
Summary 
To summarize, in this chapter I first connected Murakami's notion of the 
System with Lacan's concept of the symbolic, and then made observations about 
different kinds of oppression faced by Naoko and Midori respectively. I highlighted 
how they embody the past and the future, and how, despite the difference in what 
they stand for, they are denied an individuality that allows them to struggle against 
the System. Their existence serves to emphasize Watanabe's maturation in terms of 
enabling him to live with the past but in the future. The real individual in the book is 
Watanabe, who is the only character that can fulfill what Murakami lays out in his 
speech at the Jerusalem Prize: “to sound an alarm, to keep a light trained on the 
System in order to prevent it from tangling our souls in its web and demeaning 
them". Not only does this novel fall short in exposing gender oppressions and 
hierarchies in our society or the System, it even satirically reproduces that unequal 
49 
treatment of the genders by making sense of Watanabe's growth in Icrms of Naoko's 
and Midori's own recession from the System. In effect, the novel reflects 
Murakami's gender blindness towards the possibility of female characters being 
capable of insurrection against the System. 
It is noteworthy that in the early works of Murakami, the protagonist is always 
male. What this suggests is that although Murakami aims to expose the oppression of 
the System on individuals, these early novels are prone to reiterating the 
male-centred construction of the System. If there truly exists “no sense of the 
oppressiveness of sex，，between Naoko and Kizuki, as Naoko has claimed (p. 169), 
Watanabe has just participated in creating such a state in abandoning her for Midori. 
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Chapter 2 - Oedipal lesbianism in Sputnik Sweetheart 
111 the last chapter 1 examined how the female characters Naoko and Midori in 
Norwegian Wood serve mainly to highlight the male protagonist's character growth 
and personal development in relation to the bildungsroman genre. In this chapter, I 
will continue to apply the concept of the symbolic, as well as its relation to language 
ability, to Sputnik Sweetheart (1999). On top of this, I also wish to turn to 
homosexuality, or more correctly, to the lesbian desire of the novel's heroine, Sumire, 
and examine how homosexuality, in Murakami, becomes less political and loses the 
edge (that it has for many writers) of criticizing the hegemony of normative 
heterosexuality as an aspect of the System. I will approach this from two main 
directions: First, through analyzing Sumire in light of the symbolic and the 
psychoanalytic concepts of the Oedipus complex and female homosexuality, I intend 
to show that lesbianism, for Murakami, has more to do with one's psychical 
development than being a political issue; I will then end the chapter by juxtaposing 
lesbianism against the male narrator's heterosexual identity, arguing that lesbianism 
in this novel is posited as the "other" with respect to normative heterosexual male 
identity. From these arguments, I will demonstrate how Murakami's treatment of 
lesbianism ignores the power tension between homosexuality and heterosexuality, 
and lacks the social verisimilitude to address real life problems of discrimination or 
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challenge social hegemonic structures against homosexuality. Once again, J will 
show that the female characters have failed to unsettle any substantive aspect of the 
System. 
Published in 1999, Sputnik Sweetheart is said to be the first Murakami novel 
that features a heroine, as opposed to a male protagonist in the past. The novel, 
however, still has a 24-year-old male narrator who is known simply as K, which 
means that the story of Sumire the heroine is in essence mediated through the male's 
eyes. 22-year-old Sumire is a strange girl, an aspiring writer, whose mindset and 
thoughts can be comprehended by no one else but by K, with whom Sumire only 
shares all her manuscripts. K loves Sumire, but she has no romantic feelings for him. 
Instead, she falls in love with Miu, a much older Korean woman who was bom and 
grew up in Japan, when they meet at a wedding reception and when out of the blue 
Miu ruffles Sumire's hair. Miu suggests that Sumire work at her wine-import 
company, and later even takes the 22-year-old on a business trip to Europe. Sumire 
suddenly disappears while they are enjoying a post-work vacation on a Greek island, 
and K is summoned by Miu immediately. It turns out that one night on the island 
Mill wakes up to find Sumire crouching at the comer of her bedroom, soaked in 
sweat and seemingly stupefied. When Sumire regains consciousness, she asks to 
hold and touch Miu, and has brief erotic skin contact, but Miu for some reason 
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cannot be aroused. The next morning Sumire vanishes and cannot be found on the 
whole island. While Miu sets off to Athens to report Sumire's disappearance to the 
Japanese embassy, K stays on the island and reads two documents that Sumire has 
written: the first concerning her dream in which she climbs a high tower to meet her 
mother, only to find that when she arrives at the top her mother is sucked into 
darkness; and the second documenting the cause of Miu's sexual frigidity when a 
young Miu, locked in a Ferris wheel in a Swiss town one summer night, peeks 
through binoculars at her own apartment, only to witness a doppelganger of herself 
having sex with a 50-something Spanish man with whom Miu is acquainted. After 
reading the documents, K is attracted by some Greek music coming from a hill on 
the island, but by the time he reaches there he bathes under strong moonlight and 
feels a kind of psychic transformation. In the end he returns to Japan in vain and a 
few months later he spots Miu on the street but notices that she has become “an 
empty shell". The novel ends with a phone call from Sumire claiming that she is 
back but does not know where she is, and asking K to "come and get me". 
With lesbianism as the main motif, one might be tempted to think of the 
minority and underprivileged position that homosexuality occupies under normative 
and compulsory heterosexual relations in societies. Gender scholars in the West have 
pointed out the oppression involved in imposing a single form of sexuality, i.e. 
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heterosexuality, onto all mankind. The work of Western lesbian feminists in the 
1970s and 80s, for instance, sought to challenge the prevailing culture of normative 
heterosexuality. According to Monique Wittig, normative heterosexuality is the 
discourse that founds any society and that “particularly oppress[es] all of us, 
lesbians, women, and homosexual men" (344). Similarly, Adrienne Rich claims that 
male power has denied women their own sexuality and forced male sexuality upon 
them. She writes that “heterosexuality has been both forcibly and subliminally 
imposed on women. [...] Woman identification is a source of energy, a potential 
springhead of female power, curtailed and contained under the institution of 
heterosexuality" (351-53). Lesbian feminism, as can be seen, is grounded on a 
challenge to, and criticism of, male compulsory heterosexuality. 
This understanding of homosexuality would have been beneficial to 
Murakami's project of fighting against the System, because heterosexuality has been 
normalized and made compulsive through the construction of society and 
civilization. In other words, heterosexuality would be part of the System's arsenal to 
homogenize the vast sexualities of human beings, and it would have provided 
Murakami with a good chance to undo the System's impact by depicting a story of a 
pair of lesbians. However, critics have pointed out that the novel turns out to do 
much less than this. 1 am particularly inspired by a comment made by Japanese critic 
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Kuroko Kazuo. In examining to what extent Murakami's novels have suggested a 
way out of the various labyrinths in modern society, Kuroko discusses the concept of 
“commitment” and its origin in Jean-Paul Sartre whose existentialist philosophy 
uses the word “commitment,’ to denote a political engagement of the subject. For 
Kuroko, the publication of Underground: The Tokyo Gas Attack and the Japanese 
Psyche (1997) marks a turning point in Murakami's career to take a more 
"committed" approach in Japanese social affairs by interviewing the people involved 
in the Sarin gas attack at the Tokyo subway by Aum Shinrikyo in 1995. However, 
with the publication of Sputnik Sweetheart, the first novel after Underground, 
Kuroko criticizes Murakami for regressing back from the path of commitment and 
understanding "commitment" only in a superficial way that lacks a social 
dimension: 
if [Murakami] has to write about a ‘commitment’ with real life, the story 
should have focused on issues such as how the homosexual relationship 
between Sumire and Miu has raised problems in contemporary society, or 
in face of these problems, how the two of them fight against these 
problems in order to attain their ‘love? (Kuroko 239-40, my translation) 
What Kuroko has in mind is very similar to the lesbian feminists: His criticism 
highlights the absence, in Murakami, of lesbian interaction with, and struggles 
against, normative heterosexuality. He expects Murakami to take a more pragmatic 
1 The Japanese original reads:…/^^：^現実生活 (D『二芝�;/ 卜 > 卜』；§：描< C / ^ T f e t U f � 
二才<7)加、赵§1/、丨：±七(^ 上5；^^ ^問題(二対111/、力、丨：：二人力^「恋愛」全成就卞；5/"二灼(二格闘L 
fz-i)\ ：： 二物語 ( 7 )中心丨 i招加机乂含 " C f c o / i � 
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route in addressing everyday issues faced by lesbians, but Murakami fails him by 
depicting a small-scale love story in which only three major characters are involved. 
Preoccupied with lesbianism's potential to challenge the deeply-rooted 
privilege of heterosexuality, or what I call the social aspect of lesbianism, Kuroko 
does not attempt to explain why a societal response to this lesbian relationship is 
absent in the novel. I will respond to his criticism in this way: the social struggles 
that homosexuals face and the society's discrimination and injustice against 
homosexuality are not underscored in Sumire's lesbian desire to Miu because 
Murakami confines lesbianism to an intimate sexual and psychological attachment 
between the two women, and then sets up a disinterested male narrator, who 
effectively puts lesbianism into the position of the "other", robbing it of the ability to 
challenge any existing social norms. 
The presymbolic and the Oedipus complex in girls 
To understand what is central to Sumire's lesbian desire, we must first negotiate, 
on top of the symbolic order which I have introduced in the previous chapter, the 
psychoanalytic notions of the presymbolic and the Oedipus complex. The Oedipus 
complex, as a central thought in Freud's psychoanalytic research, is “the fate of all 
of us...to direct our first sexual impulse towards our mother and our first hatred and 
56 
our first murderous wish against our father" {Interpretation of Dreams, 296). As 1 
pointed out in the previous chapter, "father" here does not simply mean the 
biological papa of the child, but also a symbolic father, which I consider to be more 
or less interchangeable with Lacan's symbolic and Freud's cultural superego in 
terms of denoting the social function and paternal law underlying all civilizations. In 
this way the murderous wish against the father equates with the absence or negation 
of his authority and power, replaced by the establishment of the child's 
consciousness as a thinking subject, establishing the child's relation to the society 
and its position as a distinct human individual. As Julia Kristeva maintains, 
:I]f the father...does not become ‘dead,’ T have no chance of inscribing 
myself in the power that is corporal, penile power but also the symbolic 
power of language. Male or female, in order to find my place in the sun 
of the Intelligible and the Other, T must kill the father, holder of phallic 
or symbolic power, and at the same time wage a war against my drives in 
order to translate them into representations and thereby not only be an 
instinctual being but also a being who...finally thinks. [...] In order to 
become ‘myself,, for the subject to become himself, the death of the 
father...is necessary. (Sense, 86) 
If the father symbolizes the entrance into society and finding one's own place 
in it, then the mother, together with the baby's desire for her, are aligned to a 
primordial instinct which stems from before the oedipal stage, i.e. the instinct of 
drives as shown in this quote. Psychoanalysts have not failed to point out this 
obvious attachment between the baby and the mother. In The Reproduction of 
Mothering, Nancy Chodorov introduces Freud's discovery of a preoedipal 
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mother-attachment in the baby regardless of its sex, which is an extension of� the 
mother-infant attachment, and explains it in terms of the assignment of childcare and 
childbearing to the mother. In the case of the mother-girl attachment, Freud 
compares it to the Minoan-Mycenaean civilization which preceded the Greek 
civilization, underlining the role of this attachment as the origin of the Oedipus 
complex (Chodorov 95). This preoedipal attachment, needless to say, is presymbolic 
because a child only enters the symbolic after and through the Oedipus complex. 
To further develop the idea of the presymbolic, Julia Kristeva has posited one 
of her most significant contributions to psychoanalysis: the semiotic. The semiotic, 
for Kristeva, is a stage of vocal, kinetic, and bodily rhythms, and is most similar to 
the “artistic, particularly poetic, systems" we use nowadays {Revolution 22). She 
posits that the semiotic poetic language is “a mark of the workings of drives 
(appropriation/rejection, orality/anality, love/hate, life/death)" and does not carry 
signification (“From One Identity,,, 104). However, the semiotic is also at once 
distinct from but tightly related to the symbolic. That signification is absent in the 
semiotic points to the "undecidable character of any so-called natural language, a 
feature that imivocal, rational, scientific discourse tends to hide" {ibid. 103). It 
seems even possible to extend the application of the semiotic from poetic language 
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to literature in general", which allows the author to express his/her sentiments but is 
also open to interpretations (hence undecidable, unfixable to one meaning). On the 
other hand, echoing what I have outlined in the previous chapter, the symbolic, on 
which fomialistic linguistics is built, associates a signifier with a signified meaning, 
and builds up a network of connections between self and others. Yet, the semiotic is 
both instinctual and maternal, because of the semiotic body's preoedipal dependence 
on the mother. Being presymbolic, then, it "prepare[s] the future speaker for 
entrance into meaning and signification (the symbolic)" {ibid.). For Kristeva, the 
semiotic and the symbolic are two different but interconnected aspects of the 
signifying process: “so-called 'natural' language allows for different modes of 
articulation of the semiotic and the symbolic [...] the subject is always both semiotic 
and symbolic, [and] no signifying system he produces can be either 'exclusively' 
semiotic or 'exclusively' symbolic, and is instead necessarily marked by an 
indebtedness to both" {Revolution 24). This integration of the semiotic and symbolic 
in the individual is crucial to how I understand Sumire's fiction-writing and the role 
of Miu. With the semiotic elucidating the preoedipal attachment between the infant 
and the mother, the child's oedipal stage, when he desires the mother and wants to 
kill the father, can be understood more clearly as a process to move away from the 
2 Indeed, Kristeva associates the semiotic to arts in general, such as fine art, poetry and music 
{Revolution 22-24). 
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semiotic to enter the symbolic society. 
This oedipal process is, according to Kristeva, identical for the boy and girl; but 
she also observes that despite some similarities, there are specificities and 
configurations in the Oedipus complex for the girl that are different from those for 
the boy. Since the oedipal condition, which is to desire the mother and kill the father, 
is constant for both sexes, the nature of the desire for the mother is different for the 
boy and the girl in the sense that the boy-mother bond is a heterosexual incestuous 
desire whereas the girl-mother bond is homosexual. In Freudian terms the boy 
undergoes the "direct" or “positive，’ Oedipus, which is defined by an "incestuous 
desire for the parent of the opposite sex"; whereas the girl experiences the 
"inverted" or “negative，，Oedipus that involves the mother, the parent of the same 
sex {Sense 79). To move towards the positive Oedipus with the parent of the 
opposite sex, the girl must, after going through “the same trajectory as the boy [of 
killing Laius and assimilating his attributes", “detach herself from the mother to 
whom she was initially linked by need and desire, tenderly and sexually" {ibid. 
79-80). This constitutes an extra stage in the development of the girl's Oedipus 
complex that the boy does not need to go through because his desire has always 
been heterosexual or “positive”. Kristeva uses the term Oedipus-2^ (oedipal two) to 
3 The original format Kristeva uses in The Sense and Non-Sense of Revolt: The Powers and Limits of 
Psychoanalysis (2000) is "Oedipus^" and "Oedipus '" . To avoid confusion with the footnote format, 
the format "Oedipus-2" and "Oedipus-1" is instead adopted. 
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denote this extra stage of the girl's switch of her object of desire from Ihc mother to 
the father, as opposed to Oedipus-1 (oedipal prime) which is the incestuous desire 
for the mother {ibid. 99). It is in the girl's Oedipus-1 that Kristeva recognizes a 
mother-daughter homosexual bond, "an endemic and ineluctable female 
homosexuality", but nonetheless “subordinated to female heterosexuality" since the 
girl would go on to identify with the father instead in Oedipus-2 {ibid. 80). 
Sumire: Transference of Oedipus-1 
While I am aware that Freud's and Kristeva,s theories, even psychoanalysis in 
general, have many detractors, I will nonetheless perform an oedipal reading of 
Sumire's lesbianism here. With the psychoanalytic accounts of the Oedipus complex 
in mind, it becomes clear that, with Miu being 17 years older than Sumire, this 
lesbian desire involves an oedipal element, one that finds its origin in the death of 
Sumire's birth mother. I argue that Sumire's desire for Miu represents a transference 
of her desire for a mother figure; in other words hers is an oedipal lesbianism, and 
her love object must involve a woman older than her. 
In his monograph, Dances with Sheep, Matthew Strecher spends five pages on 
this novel also surmising that Sumire's desire for Miu is oedipal and is a way to find 
her own identity: 
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It is not difficult, in this context, to understand Sumire's desire for MyQ] 
...]Clearly, like her desire to recover her mother, Sumire's desire for 
Myil is a means of retracing the steps back to her own birth, the origin of 
her autonomous existence. Her sexual desire for MyQ, in other words, 
specifically for Myu's breasts and vagina, both connected simultaneously 
with sexuality and motherhood, may be read as representative of her 
desire to return to a point prior to her mother's death, thereby recovering 
the potential for her mother (as Other to instill her sense of identity). 
(Strecher 135) 
Without going into the specificities of the Oedipus complex, Strecher nonetheless 
fathoms correctly about a presymbolic bond between Sumire and Miu. This lack of a 
mother figure becomes, according to Strecher, the main problem for Sumire to 
develop her own identity. 
Sumire's oedipal attraction to Miu emerges from the fact that she undergoes an 
incomplete development of the Oedipus complex, namely, the absence of a mother 
when she was small. Sumire's mother died at 31 when Sumire was not yet three. 
This piece of information alone bears a striking significance, because if Murakami is 
not familiar with Freudian psychoanalysis, here is a coincidence that explains 
Sumire's sudden sexual desire with an older woman: the Oedipus complex appears 
between the ages of three and six (Kristeva, Sense 80). Hence, the lack of a mother 
figure since age three for Sumire implies an absence of the primary incestuous 
desire or identification with her mother (her Oedipus-1). She knows nothing about 
her mother except a few photos and some irrelevant information provided by her 
4 The orthography is different due to different systems of transcribing the pronunciation of Japanese 
words. Myu and Miu refer to the same person. 
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lather: When little Sumire once asks about her birth mother, eager to know more 
about the woman who “gave me [Sumire] life and flesh" (p. 152) and waiting for 
"nourishing words that could have been a source of warmth and comfort" (p. 11), her 
father only recounts that her mother has a good memory and nice handwriting, hence 
depriving her of a connection that little Sumire treasured. Moreover, looking at the 
photos of her mother, Sumire understands that her plain looks are inherited from her 
also plain mother and not her handsome father. 
What arises from this unlikeness with her father and the absence of a mother 
figure in Sumire's childhood is an identity crisis that makes her search for a mother 
figure. As Strecher puts nicely: “her mother is gone and she bears no resemblance to 
her father, so who, really, is she?" (133) In a dream that Sumire keeps having, which 
she later types down in her computer and is read by K on the Greek island, she 
climbs a long spiral staircase to meet her mother, who awaits for a limited time to 
tell her "a critical piece of information Sumire desperately needs in order to live" 
(p. 151), but before Sumire can hear her mother's message, her mother is sucked into 
a black hole. Sumire only manages to catch a glimpse of her mother's look, which is 
beautiful and youthful, and on seeing that, she immediately thinks that the dream 
mother is her real mother and effortlessly discards her plain birth mother as someone 
whom her father uses to trick her (p. 152). The frequency of the dream, and the 
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crucial information that Sum ire needs in order to live, underscore the fervent wish in 
her unconscious (since it occurs in her dream) to attach to and identify with her 
mother for an identity. 
The desire for a mother figure is then transferred to a desire for Miu, and this 
observation can be grounded in several events in the novel. First, the moment 
Sumire falls in love with Miu, described as “a bolt of lightning zapp[ing] her right in 
the head", is when the elder woman “gently ruffle[s] Sumire's already tousled hair" 
(p.8-9). Ruffling is more a gesture done by a parent to a child than between lovers. 
Second, after failing to meet her mother in the dream, Sumire makes an important 
decision to "make it clear to Miu what I want", refusing to “[reveal] to no one the 
fact that I love Miu" (p. 153). With Sumire's mother and Miu being two different 
women, what relation is there between Sumire's oedipal dream and confession of 
her love to Miu? The cord that joins them has to be the transference of the oedipal 
desire. Being denied knowledge about her mother in real life and having tried to 
reunite with her mother in dreams, Sumire turns the direction of her desire and 
projects it onto Miu. It is in this sense that Strecher observes rightly that Sumire's 
desire for Miu is a way to search for her identity by going back to the presymbolic 
and to a point prior to her mother's death. Miu becomes, in essence, a mother figure 
for Sumire. Japanese critic Kato Norihiro brilliantly associates the name Miu to the 
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ancient pronunciation of the Greek letter ‘‘M”: 
Mill refers to M in Greek alphabets. Speaking of M, [one is reminded of 
the words] mother, mhx ["mother" in French], mutter [“mother,, in 
German], mama. Just as P is the first letter of words associated to the 
father, [M is] the first letter of words associated to the mother. (Kato 137, 
my translation) 
Right from the beginning, then, Miu is already given the symbolic identity of a 
mother, reflected by her very own name. 
Miu: The Symbolic Father 
However, to read Miu solely as a preoedipal mother figure for Sumire, as 
Strecher has done, does not fully explore Miu's role in bringing about various 
changes Sumire has undergone. In particular, Miu does not only represent the 
mother figure for Sumire, but also, in my view, helps facilitate Sumire's entrance to 
the society and the symbolic. In other words, what I see in Miu is that she 
symbolizes for Sumire both the preoedipal mother and the symbolic father, who 
detaches Sumire from her semiotic. 
From the viewpoint of psychoanalysis, the death of Sumire's birth mother and 
the subsequent absence of a mother figure bars her from developing her Oedipus-1 
(desire for the mother), which in turn also affects her progression from Oedipus-1 to 
Oedipus-2 (desire for the father). Without Oedipus-2, Sumire fails to recognize the 
social function of her birth father, and to enter the symbolic function of society by 
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"killing'' him. To paraphrase, Sumire's connection with her birth father is feeble, not 
only because he is too handsome and provides little information about her birth 
mother, but also because he does not assume the position of the symbolic father who 
brings Sumire into the symbolic. As outlined above in Sumire's dream, it is the 
dream mother who possesses the crucial information for Sumire to go on living. 
Strecher rightly points out that "the power to convey the ‘birthright,, the secret of 
her identity, is entrusted to the mother rather than the father, in a reversal of 
convention" (134). However, Strecher fails to comprehend the implication of this 
statement, because if her identity is entrusted to the mother figure, then the mother 
figure would embody both the function of the father (to convey an identity through 
the symbolic) and that of the mother (for the semiotic, preoedipal instinct). If 
Sumire's birth father fails to do the task, then it is handed to the mother figure that 
Sumire desires, i.e. Miu. Sumire's attraction towards Miu, therefore, fits what 
Kristeva tells us about the thinking subject: that it is both semiotic and symbolic. 
I am thus more inclined to read Sumire's story, in a manner similar to Naoko in 
the last chapter, as a conflict of being caught between her incapability and need to 
enter the symbolic. This is most evident in the changes in her life and her 
novel-writing ability after falling in love with Miu. At the start of the novel Sumire 
has hardly any practical skills and pours all her life into writing novels. She tells 
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Miu truthfully that: 
I can't cook or clean the house. My room's a mess, and I'm always losing 
things. I love music, but I can't sing a note. I'm clumsy and can barely 
sew a stitch. My sense of direction is the pits, and I can't tell left from 
right half the time. When I get angry, I tend to break things. [...] I have 
no money in the bank. I'm bashful for no reason, and I have hardly any 
friends to speak of. [...] I've never had a real job in my life, and I'm not 
even sure how to answer a phone the right way. I try to avoid taking the 
train before 10 a.m. and, as I'm sure you've noticed from talking to me, I 
don't speak politely, (p.24-25) 
Added to this are the facts that she has dropped out of college and her old apartment 
does not have a telephone. Obviously, she lacks the skills to develop a social 
network, to enter the symbolic which connects her to other people and to the society. 
Running away from the symbolic, she delves into novel-writing and aspires to 
be a novelist. This alone suggests that her manuscripts, as literature, speak the 
opposite of rational language, the language of the symbolic, which puts definite 
meanings onto signifiers. Her writing is described by the narrator K as having "a 
remarkable freshness ... [that] didn't attempt to distil everything into some precious, 
clever little pieces" (p. 16), suggesting an openness that points to a plethora of 
possible interpretations. Yet, Sumire's goal in writing is to produce a “massive 
nineteenth-century-style Total Novel, a kind of portmanteau packed with every 
possible phenomenon in order to capture the soul and human destiny,，，which 
explains why her style sometimes “resembled a patchwork quilt sewn by a group of 
stubborn old ladies, each with her own tastes and complaints, working in grim 
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silence'' (p. 15-16). Hence, remarkably, the dilemma Sumire faces is that she refuses 
the symbolic in order to write a masterpiece about human destiny that ironically can 
only be completed by entering the symbolic. This explains why her manuscripts 
have either a beginning or an end, but are never completed with "both a beginning 
an end" (p. 13, italics original). Her incomplete entrance into the symbolic is 
highlighted through the unfinished nature of her works. 
What Sumire is lacking in order to write a worthwhile novel, as she finds out 
later through K and Miu, is “time and experience” in her life (p. 18). As Miu puts it, 
At this stage in your life I don't think you're going to write anything 
worthwhile, no matter how much time you put into your novels ... You 
have that natural ability within you. But now's not the time. The strength 
you need to open that door isn't quite there. (p.41) 
Her inviting Sumire to work at her wine-import company can thus be read as urging 
Sumire to gain life experience. However, at the same time this also signifies the 
entrance to the society, a transformation which K compares with replacing an 
outdated car transmission with a new one that "stands between you [Sumire] and the 
harsh realities of life" (p.68-69). Sumire now has to face the harsh realities of life, 
for she has to attend work regularly, dress decently, sharpen her language and 
driving skills, learn how to use a computer and write business letters, and most 
importantly, be in contact with different kinds of people, among whom are Miirs 
business partners and the people they meet during their trip to Europe. She gradually 
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learns a lot from Miu but also realizes the ‘‘overwhelming number of things she had 
yet to learn” (p.51). What occurs at the same time with the entrance into the 
symbolic is her inability to write novels, illustrated by her loss of confidence in her 
own writing: 
The thought hits me a lot these days that maybe my novel-writing days 
are over. The world's crawling with stupid, innocent girls, and I'm just 
one of them, self-consciously chasing after dreams that'll never come 
true. I should shut the piano lid and come down off the stage. Before it's 
too late. (p.55) 
Applying Kiisteva's theory of the semiotic, the metaphor between novel-writing and 
making music suggests that Sumire is gradually walking away from the semiotic 
towards the symbolic. 
Since Miu is the one who brings about this change, I see Miu as an embodiment 
of the force that pulls Sumire from the semiotic into the symbolic. In fact, Miu has 
also undergone a process of abandoning her semiotic language. She used to be a 
talented pianist who studied at a music observatory in France, until a peculiar event 
happened when she was 25, after which she could not play the piano anymore and 
returned to Japan to take over her father's company. She gives up her semiotic and 
enters the symbolic by taking up a business career, and presenting herself as an 
attractive woman who is knowledgeable, sociable (through liaising with wine 
chateaus in France and Italy and visiting top restaurants in Tokyo for the latest news), 
with a "gorgeous figure" (p.80) and her own wine-import business, and "can be 
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pretty businesslike when 1 need to be” (p.190). Sumire's transformation is very 
much like Miu's in the sense that she also abandons her semiotic realm, namely 
novel-writing, for a regular job. Along these lines I argue that Sumire's attraction to 
Mill originates partly from her discovery of the vast world outside, the world of the 
symbolic, and her budding identification with it. During one dinner with Miu, 
Sumire tells the older woman that "I've never thought I wanted to be somebody 
else ... But sometimes I think how nice it would be to be like you" (p.51). 
Apparently drawn to the professional image Miu displays, Sumire expresses her 
desire to be an attractive woman that the System would approve. This is one 
example that demonstrates how Sumire changes from one who rejects entering the 
System/symbolic to one who begins to identify with it, at least partly. 
To sum up, then, Sumire's lesbian desire is to a certain extent similar to the 
process of growth that we have seen in Watanabe's coming-of-age story in the last 
chapter. The novel describes the conflict between her semiotic and entrance into the 
symbolic via the two-sided role Miu stands for. Sumire's lesbian attraction towards 
Miu is on the one hand the projection of her own oedipal desire due to an 
ill-developed Oedipus complex, and on the other hand an identification with the 
symbolic under the influence of the symbolic father figure. It is based on this ground 
that, returning to my response to Kuroko Kazuo's criticism, I argue that her 
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lesbianism is interlaced with her own psychical development, and hence not meant 
to upset any social aspect of lesbian relationships which Kuroko would have wanted 
to see. 
Overturning the central and the peripheral: K's perspective 
In the remaining part of this chapter, I will question the seemingly privileged 
position that Sumire's lesbian attachment occupies in the novel by situating her 
lesbian desire within the greater narrative framework of the novel and examining 
how her lesbianism is narrated and mediated by a male, heterosexual narrator. At the 
outset, although Sumire is said to be the story's heroine, a first for Murakami, she is 
not the sole spotlight of the novel, because the novel is narrated by a male narrator, 
K. In other words, our understanding of Sumire's lesbianism is filtered through the 
point of view of this 24-year-old Japanese male teacher. What is more, K is one 
vocal and prominent narrator. In chapter 5 he talks about himself, justifying that 
although "this story is about Sumire, not me [...] I'm the one whose eyes the story is 
told through - the tale of who Sumire is and what she did" (p.59). Later he is 
involved in the search for Sumire when he flies to Greece upon Miu's summons, and 
stays on the island to read the two documents Sumire has written (locked in her 
suitcase with K's area code as the password!) while Miu is off to the Japanese 
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embassy in Athens. Also, after his return from Greece, the novel spends some twenty 
pages on how he sorts out the shoplifting incident of Carrot, a student in his class 
and the son of his secret lover. As a matter of fact, the novel features a lot of K's 
thoughts, dialogues with different people and actions. Hence, the novel cannot be 
about Sumire as much as it is about K, because he is the one character, despite his 
mere role as a narrator, who takes up the centre-stage in many occasions, especially 
after Sumire's disappearance on the Greek isle. 
Due to the unusual prominence of this self-claimed narrator, I am inclined to 
re-evaluate the central role of lesbianism in this novel, and argue that K, instead of 
Sumire, is the true centre of the book. While it seems on the surface that this book is 
about Sumire's lesbianism and disappearance on the Greek island, the filtering of 
Sumire's female homosexuality through the eyes of K, in fact, speaks to the 
existence of lesbianism in the novel as something specular, something to be watched 
and observed by the male. In the novel, a distinction between self and other is 
erected pertaining to this nature, for a distance is created between K (the male) and 
Sumire and Miu (the females), between K's heterosexual desire and the Sumire-Miu 
homosexual attachment. Although K desires Sumire and is fond of Miu, lesbianism 
remains the other of K's heterosexual libido, a peculiar realm that he can only gaze 
at but never take part in. The fact that lesbianism in this novel is set up as 
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'cye-candy' for the male narrator prevents the representation of homosexuality from 
having any political depth. Homosexuality is neutralized and loses its position as a 
sexual minority, which for many gender scholars is a standpoint that challenges the 
hegemonic power of heterosexuality. Hence, lesbianism for Murakami is not 
supposed to challenge any structural inequalities or oppressions due to the power of 
compulsive heterosexuality. Instead, lesbianism's existence in the novel is an 
exercise for K to watch and allow him to focus on his own self, identity, and 
affection for Sumire. 
The ending of the novel particularly supports my argument here. The novel's 
title, Sputnik Sweetheart, alludes to the Russian man-made satellites, Sputnik I and II, 
launched in 1957. According to Miu, "sputnik" means “travelling companions" in 
Russian. Hence when Sumire cries after her failed sexual contact with Miu on the 
Greek island, Miu realizes that 
we [she and Sumire] are wonderful travelling companions, but in the end 
no more than lonely lumps of metal on their own separate orbits.[..." 
When the orbits of these two satellites of ours happened to cross paths, 
we could be together. Maybe even open our hearts to each other. But that 
was only for the briefest moment. In the next instant we'd be in absolute 
solitude. Until we burned up and became nothing, (p. 129) 
This key passage captures the core of the whole novel. The three main characters are, 
in one way or another, some lonely lumps of metals: half of Miu's soul is lost after a 
mysterious incident in Switzerland 14 years ago; Sumire is eccentric and friendless 
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be lore her transformation; K, too, in a voice reminiscent of Watanabe in Norwegian 
Wood, has drawn since his youth “an invisible boundary between myself and other 
people ... [maintaining] a set distance, carefully monitoring the person's attitude so 
that they wouldn't get any closer” (p.60). This novel is thus concerned with the 
depiction of the moment when their orbits are crossing paths, but—and Miu's words 
have become an omen—when the novel ends the orbits diverge again, and all three 
of them are pulled away from one another and remain in solitude. 
This is why at the very end of the novel Miu does not keep her promise to stay 
in touch with K even though he spots her once in Japan and tells with one glance 
that she has become “an empty shell" (p.224). If the Miu before Sumire's 
disappearance is half of what she used to be before the Swiss incident, then now she 
has even lost that remaining half. K, too, realizes as he is flying back from Greece to 
Japan, that "something inside has burned up and vanished" (p. 195), which I will 
soon come back to. As for Sumire, it is unclear if she has truly returned in the end 
from her disappearance. In a Japanese interview on the book, Murakami confirms 
that the ending is ambiguous: 
As for the question of whether Sumire has really come back or not, it is 
not a problem that can be similarly handled. From this point onwards he 
i.e. the narrator K] must push aside the darkness and explore for himself 
which side it is. (Yume 76, my translation) 
Surely a voice which K thinks is Sumire's announces through the telephone receiver 
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that she is back alter going through many obstacles, but this voice docs not know 
where she is except in "our good old faithful telephone box...an interchangeable, 
totally semiotic telephone box" (p.227). This is, however, highly suspicious, because 
this old telephone box refers to the one near Sumire's previous apartment, with 
which she used to call K at night. After she has started working for Miu, Sumire 
moves to a new place where she does have a telephone. Hence if she is really back, 
she would not have needed to call from the old telephone box. It is therefore 
reasonable to doubt whether Sumire has indeed returned. On the other hand, 
assuming Sumire has truly returned, then calling from their old telephone box also 
suggests that she has abandoned her new life with Miu as her love object, and has 
returned to her old, pre-Miu life, when the friendship with K was her only 
acquaintance. 
In Murakami's quote above, what is of interest to me is how he says K is the 
one who has to explore the future. In the same interview he says that the novel “ends 
by suggesting that from now on, he [K] must stand up to confront the challenges 
ahead”5 {Yume 76, my translation). Indeed, with that ambivalent denouement for 
Sumire, and with Miu being reduced to an empty shell, K seems to be the one who, 
despite his primary role as a narrator, is left with future prospects. Thus, the novel's 
5 The original reads: 彼丨立二机力>6立色向力�0义1/、加/^^ < T f i l / � ( 1 " / � l / � / v / : f 言 0 ：： 
t全、f-、：；^工7�卜LT終打石。 
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ending is only the beginning of a new life for him. A deja-vu argument, oncc again 
we see the central pattern of Norwegian Wood being repeated here: the division 
between old and new, past and present, also applies to this novel, where the sense of 
a future is hinted, through the ending, at the male and not the female characters. 
This sense of the future also exhibits itself in the present tense used specifically 
for narrating the ending, so that it is, once again, the male narrator who moves on 
from the past. Apart from the self-introduction in Chapter 5, K narrates throughout 
the novel in the past tense^. However, at the very end of the novel, the present tense 
is consistently used for both Japanese and English versions: 
I dream. Sometimes I think that's the only right thing to do. 
[…] 
I wake up at 3 a.m., turn on the light, sit up, and look at the phone beside 
my bed. I picture Sumire in a phone box, lighting up a cigarette and 
pushing the buttons for my number. 
[…] 
But one time it does ring. Right in front of me, it actually rings. Making 
the air of the real world tremble and shake. I grab the receiver. 
“Hello?” 
“Hey, I'm back," said Sumire. (p.226-227) 
6 In the Japanese original the present tense occurs more frequently than in the English translation, but 
Japanese readers will have no problem understanding the past time-frame of the story. The frequency 
of the present tense is due to a grammatical function of the basic form {kihonkei 基本形）in Japanese 
which not only expresses a temporal meaning (the present) but has grammatical functions different 
from the English infinitive. For example, the basic form is used for stative verbs to denote existence 
even if the story happens in the past: 
「島•山頂(二丨i軍(DU^—夕、、一施設力、石。今V�石民間(D港CD近< (二丨汰、軍(0警備艇力5出入^} 
o n t 小吞 /义港 t) fc § � � ( J a p a n e s e original of Sputnik Sweetheart, p. 137) 
In this example, the basic form of the verb to have, am ( fc 石），instead of its past tense form, atta (h 
o tz), is used to denote the existence of an establishment. The English translation goes: 
"On top of the hills was a military radar installation. Near the civilian harbor was a 
second, smaller harbor where military patrol ships docked" (English version, p.98) 
The past tense is used for the English translation, because the scenery is narrated as if K is looking at 
the harbor at that very moment — which by convention of fiction writing should employ the past 
tense. 
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Here we see a very interesting juxtaposition of the present and past tense. If we take 
the present tense as the tense with which dreams are narrated (since Sumire's dream 
of climbing the staircase for her mother is also written in the present), then this 
telephone conversation with Sumire may very much be K's own dreaming and 
imagination. Sumire's so-called return, then, cannot be factual. If, however, the 
present tense is taken literally as happening at the present moment, then everything 
narrated in the past tense, including Miu, Sumire and the Greek adventure, is meant 
not to be carried to the present一the mid-point on the timeline where the future 
appears in view. The lesbian relationship between Sumire and Miu, too, is never 
meant to bear fruit or lead to anywhere—they have no future. 
In his chapter on Sputnik Sweetheart, Strecher concludes that, through Miu, 
Murakami "provides an alternative" to the "reaffirming [of] the phallocentric 
ideology of power and identification": by returning to the presymbolic through 
sexual contact with Miu, Sumire "take[s] the active role, dive[s] into the 
unconscious and live[s] [her] life out in that realm of timeless eternity" (135). I 
disagree with this reading, because if this alternative, or this runaway to the 
unconscious, were successful, there would not have been a need for Sumire to come 
back, in actuality or in imagination, and for her to say that she has “gone through 
bloody hell" and millions of obstacles in order to return (p.227). Also, there would 
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not have been a need for K to continue his mundane life, because he, too, was given 
a chance to enter the unconscious: after he reads the two documents Sumire has 
written on the island, he is attracted by some Greek music (music as semiotic 
language?) coming from the top of a nearby hill. When he reaches the top, he 
encounters a magical experience: 
In the sky above the summit, the coarse-looking moon loomed awfully 
near. A hard ball of stone, its skin eaten away by the merciless passage of 
time. Ominous shadows on its surface were blind cancer cells stretching 
out feelers towards the warmth of life. The moonlight warped every 
sound, washed away all meaning, threw every mind into chaos. It made 
Miu see a second self. [...] It made Sumire disappear. And it brought me 
here, in the midst of music that — most likely - never existed. Before me 
lay a bottomless darkness; behind me, a world of pale light. I stood there 
on the top of a mountain in a foreign land, bathed in moonlight, (p. 188) 
If what Strecher says is correct, that Sumire has disappeared into her unconscious, 
then the bottomless darkness facing K is his unconscious, or in Murakami's terms, 
the gateway to "the other side" (achiragawa), where he imagines that Sumire and 
“the lost part of Miu" can be found “loving each other, fulfilling each other [...] 
mak[ing] passionate love" (p. 194-5). Yet he does not yield to it. On his return trip to 
Tokyo, he reflects that: “Like it or not, I was shut up in that flow of time. I couldn't 
escape. No - that's not entirely true. The truth is, I really don't want to escape" 
(p. 195). This clearly shows that at least a tiny part of him rejects escaping the flow 
of time on this side and entering the bottomless darkness on the other side, and 
wants to remain in the mundane and lonely world, the "endless stream of the 
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everyday [where] there's a place for me" {ibid.). He also realizes, as Miu has said 
about the metal lumps intersects on their orbits, that he and Sumire are able to 
spiritually open their hearts to each other during the brief period of their friendship: 
All over again I understood how important, how irreplaceable, Sumire 
was to me. [...] Like a pair of young lovers undressing in front of each 
other, Sumire and I had exposed our hearts to one another, an experience 
I'd never have with anyone else, anywhere, (p. 193) 
Yet he also understands that physically, or carnally, they cannot love each other, and 
that "our delicate friendship wasn't going to last for ever" (p. 194). Nonetheless, all 
these reflections, which occur after the trip to Greece, highlight the prominence of K 
in the novel, not only because he is the narrator, but because through this brief 
encounter with Sumire and Miu, and through observing their lesbianism and then 
confirming his own affection for Sumire via the Greek experience, he thinks over his 
love for Sumire, reflects over his life, and falls into a lonely abyss, his future 
changed forever. 
Accordingly, instead of reading the novel as a story centering on Sumire with K 
as a peripheral narrator, the whole relationship can be overturned: the novel is K's 
self-record of a certain period of his life, and the fact that Sumire stands in the 
spotlight is because during this time, she takes up most of K's daily thoughts by 
becoming his love interest but falling in love with Miu instead. Read this way, 
lesbianism consequently turns into the "other" of K's heterosexual desire, the object 
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ot K's spectacle, and cannot challenge the hegemony of heterosexual structures in 
the society, because it is depicted according to K's personal interaction——and not 
according to the response of the whole society一with the two women. The story 
between Sumire and Miu, together with its origin in the Oedipus complex or the 
semiotic, is nothing but an event that occurred when the orbits of these three people 
come together, captured by K's point of view. When the novel comes to a finale, K 
moves on to another stage of his life, losing Sumire in his life and becoming solitary 
once more. 
Summary 
In this chapter I began by using oedipal psychoanalytic theories, as well as the 
notions of the symbolic and the semiotic, to argue that Sumire's so-called lesbian 
attraction is firmly grounded in her desire for Miu as a preoedipal mother and her 
identification with the older woman as the symbolic father. Hence as Kuroko 
complains, it lacks the potential to work against any hegemonic structures of 
compulsive heterosexuality. In the second part, I examined how the novel is actually 
about K instead of Sumire, and how, whether the male exists as the protagonist or 
“just” as a narrator, he always occupies the central position in Murakami's novels, 
leaving the female characters as less than central even though he claims the story is 
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chiefly about them. In Sputnik Sweetheart, despite the long passages in which 
Sumire is a central character, the fact that K reflects on himself and gets a sense of 
revelation after the trip to Greece shows that Sumire is the heroine of half of the 
novel at most. By the same token, her lesbian relationship with Miu only functions 
at best as the “other” under K's heterosexual eye. As in my previous chapter, the 
argument still stands that the female characters, no matter whether they are 
heterosexual or homosexual, exist for, and subsist to emboss, the presence of the 
male. 
As a final remark, I want to point out in passing that male homosexuality is 
seldom, if ever, featured principally in any Murakami novel. In other words, 
homosexuality only exists in the form of lesbianism, and most prominently in 
Sputnik Sweetheart. This, at least suggestively, implies that Murakami tends to 
produce a kind of masculinized writing whose protagonists or narrators have until 
recently remained predominantly male, and whose female characters always occupy 
the peripheral position as specular objects for the male gaze. 
Drawing on the idea that the woman becomes the spectacle in the male eye, I 
will look more closely in the next chapter at the function and the nature of this 
spectacle or gaze, within which an unequal gender relation is inscribed, as 
demonstrated in Murakami's novel, After Dark. 
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Chapter 3 - Gaze, Narrative Structure and Female Body in After Dark 
In his review of the English translation of Murakami's 2004 novel After Dark, 
David Dalgleish notes that for the first twenty years of Murakami's career his typical 
protagonist is “a young, somewhat disaffected man in his 20s or 30s with a 
particular worldview, a tone of voice, and a set of likes... which changed very little 
from one book to the next" ("Murakami Grows"). This is true up until Sputnik 
Sweetheart, where, as we have seen in the last chapter, for the first time the story 
focuses on a female heroine, Sumire. Despite this belated elevated status for the 
female character, however, I argued that the story is in fact centred on the male 
narrator, K, who is a spectator to Sumire's lesbian relationship with Miu and 
undergoes, for his own benefit, a psychic transformation and reflection in the end. In 
gender studies, the notion of a spectacle and the act of gazing are often deemed 
problematic because behind a spectacle lies an unequal power relation of gazing: the 
spectator often assumes a privileged position of power peering at the powerless. 
Thus, the previous chapter has opened the door to the examination of gazing in 
Murakami's works. 
After a brief return to a male narrator-cum-protagonist in Kafka on the Shore 
(2002), Murakami published After Dark in 2004 which, according to Dalgleish, is 
the first time that the writer “abandons the first-person voice entirely" and features 
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the first female lead in his repertoire, Mari Asai {ibid.). Dalgleish reviews these 
changes positively, considering them the evidence of Murakami's growth as a writer, 
opening up his world and presenting us "with a broader range of people from a more 
neutral perspective" {ibid.). 
However, the question of narrative voice is not as simple as it seems. On the 
one hand Dalgleish says Murakami abandons the first-person voice, but 
contradictorily he points out that the novel is told “by an unnamed, unknown ‘we’ 
who ... can observe humans and their problems, but is unable to intervene" (ibid.). 
If the narrator self-identifies as a first-person plural, why does Dalgleish claim that 
the first-person narration is abandoned? 
Using Dalgleish's review as an opening to these questions on narration, this 
final chapter will synthesize a theory of narrative voice that challenges the 
innocence of the reader in the reading experience. Drawing on Laura Mulvey，s male 
gaze theory and the Lacanian concept of the three registers (The Real, The 
Imaginary and The Symbolic), I argue that the narrative structure in After Dark 
makes the reader an accomplice in the voyeuristic gaze against the female body, 
hence once again putting women in an oppressed powerless position. 
First, a synopsis: As a pure point of view or a camera hanging in midair, the 
nameless narrator “we’，starts the novel by swooping down on midnight Tokyo and 
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focuses oil 19-year-old Mari reading in a Denny's restaurant. She is interrupted by 
Takahashi, who claims they have double-dated with his friend and her elder sister, 
Eri, but she does not remember. After a brief talk, Takahashi then goes for band 
practice, and Mari is later interrupted by a woman working in a love hotel who 
needs Mari's help. Meanwhile, the camera jumps to Eri Asai, who is in a deep sleep 
in her bedroom, not waking up for two months. Later, she is transported to an 
unknown, empty place which is connected solely by her bedroom TV, and there, in 
the world within the TV screen, she wakes up. The camera then goes back to Mari, 
who offers help to a Chinese prostitute who has been robbed and abused, and has a 
long talk with the staff at the love hotel about her, her sister Eri, and their 
relationship before falling asleep. The man who hurts the Chinese prostitute is 
revealed to be an elite computer technician called Shirakawa, and his photo is later 
retrieved by the love hotel staff and distributed to the Chinese gang operating behind 
the Chinese prostitute. Shirakawa goes home after work by taxi, and the taxi meets a 
Chinese gangster who has just picked up Shirakawa's photo from the hotel. However, 
the Chinese gangster does not recognize him. As the sun begins to rise, Mari has 
another chat with Takahashi, who wants to keep in touch with her despite her study 
trip to Beijing. Mari then goes back home and sleeps beside her elder sister. 
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The problem in defining first- and third-person narration 
The confusion about narration raised in Dalgleish's review calls for some 
careful investigation in narrative theory concerning first- and third-person narrations. 
Their existing definitions are often based on whether the narrator is a character in 
the story. For example, Abrams and Harpham, in A Glossary of Literary Terms, 
define the third-person narrator as “someone outside the story proper who refers to 
all the characters in the story by name" or by a third-person pronoun (he, she, it...) 
(272, my italics). The pronoun use, in particular, marks a boundary between the 
narrator (first-person “1”，the self) and the characters (third-person "he/she/it", the 
other). Murakami himself seems to have a similar idea. In a long interview with 
Japanese magazine Kangaeru Hito in 2010, Murakami admits that After Dark was 
written in third-person narration {sanninsho “三人称”)，which was defined by the 
interviewer as “strangers who are wholly unrelated to the person who writes it"^ 
(30). This definition tells us that the third-person is determined by whether the 
narrator has anything to do with the characters in the story. Hence, for Murakami 
and Dalgleish, their claim that the novel is written in third-person and not 
first-person narration means that they do not treat the collective narrator “we,，as a 
character. 
‘ T h e Japanese original reads:書含手t二丨立全< 縁60；^力V�人 L T c D三人称 { k a k i t e niwa luattakii 
en no nai hito toshite no sanninsho) 
2 The term used in the interview was “kakite”, which literally means the person who writes. The 
interviewer's use of this term might reflect a confusion between the author and the narrator. 
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One pronoun, Aro types of narration 
However, I will argue that the novel compels us as readers to regard this voice 
as a character as well. After Dark adopts a double plot structure, and for each plot 
the narration is different. On the one hand the story focuses on Mari Asai, who 
wanders about in the streets of Tokyo meeting with different people. In these 
segments, the pronoun “we，，seldom appears except at the very beginning when 
"we" swoop down into Denny's. Using the pronoun “we” explicitly in the text 
signifies that “we，，are acknowledging "our" own existence in the story; hence the 
rare appearance of “we” in Mari's plotline means that “we，，are effaced and serve 
more the role of a narrator. It is as if “we，，are trying to eliminate "our" presence, 
and simply sit back and watch Mari, Takahashi and other characters interact. In 
narratology this is referred to as an extradiegetic narrator, which Rimmon-Kenan 
defines as a narrator “who is ... ‘above’ or superior to the story he narrates" (94). 
In another plotline, the “we” narrator enters Eri Asai's room and makes 
comments and reflections as "we" watch how she is transported to and wakes up in 
the world within the TV screen. Later, “we” are even able to "separate from the flesh, 
leave all substance behind, and allow ourselves to become a conceptual point of 
view devoid of mass" so that we can transport "ourselves" into the TV screen 
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(p. 108). Not only is the pronoun ‘‘we,’ often used, but "we" even take part actively in 
the plotline with movement and thoughts. Contrary to Mari's segments, the “we’， 
narrator becomes prominent in Eri's plotline and intrudes more into the flow of these 
segments. Needless to say, this type of narrator is an intradiegetic narrator who is 
also a character in the narrative (Rimmon-Kenan 94). 
Therefore, in the oscillation between these two plotlines and different 
narrations, the “we’，narrator shifts to and fro between a pure narrator and a 
narrator-cum-character. In other words, the narration of this novel is both 
extradiegetic and intradiegetic. On this ground I disagree with Murakami's and 
Dalgleish's claims about the third-person, and argue that the narration of the novel is 
not entirely third-person, but is a hybrid of third-person and first-person narration. 
By doing so, the “we’，narrator in essence takes up the position of a male character 
who gazes at Eri Asai's sleep in her plotline, and subjugates her as part of an 
unequal power structure. The following parts will hence examine the theory of the 
male gaze and how the gaze is translated into a power relationship between “we” 
and Eri Asai. 
Mulvey's male gaze and discourse structure 
Laura Mulvey's theory of the male gaze in her landmark essay "Visual Pleasure 
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and Narrative Cinema" (1975) is pertinent to a discussion on gazing in Afler Dark 
not only because of the apparent focus on gazing, but also because of the very 
presence of a camera angle installed between the Tokyo night scene and the readers, 
which makes the reading experience comparable to watching a film. 
Employing Lacanian psychoanalysis, Mulvey first gives an account of Lacan's 
mirror stage which concerns the development of a child's ego and the recognition of 
the ego-ideal. In the mirror stage, the child sees its own image in its total form 
through a (symbolic) mirror, but experiences an incongruence between the 
governance of this image and the “motor impotence and nursling dependence" 
experienced by its own body (“Mirror Stage" 95). Identifying with this ideal image 
that provides it with "a sense of unification and wholeness" (Homer 25), the ego is 
bom in the child, and the image, misrecognized as “superior” to the way the child 
experiences its own body, is projected "as an ego ideal [which] gives rise to the 
future generation of identification with others" (Mulvey 836). She further writes that 
the mirror stage is the origin of “the long love affair/despair between image and 
self-image which has found ... such joyous recognition in the cinema audience" 
(ibid), hence attributing the audience's scopophilic pleasure of female gazing to the 
baby's primordial act of looking at its image in the mirror. Using examples from 
mainstream Hollywood films, she goes on to argue how women on screen are 
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subjected to the audience's "controlling and curious gaze", and hence objectified for 
the audience's scopophilic pleasure as a projection of fantasy (ibid 833-835). In the 
final part of the essay, Mulvey breaks down the male gaze into three different kinds 
of cinematic looks: “[the look] of the camera as it records the pro-filmic event, that 
of the audience as it watches the final product, and that of the characters at each 
other within the screen illusion" (ibid 843). As Jackie Stacey clarifies, these three 
tiers in the gaze structure mediate between themselves in such a way that “[t]he 
spectator identifies with the powerful look of the male character on the screen, and 
his position in relation to it is produced by the camera(man)，s/director，s look" 
(Stacey 21). Moreover, since if the camera exists on the screen the spectator will 
realize that they are watching but an illusionary world, Mulvey maintains that in 
film conventions the camera has to be eliminated from the screen so that the 
on-screen illusion is verisimilar to real life. This way only the male gaze among the 
film characters is focused, and the male character is a surrogate of the (male) 
spectator that gazes at the female (Mulvey 843-844). 
Applying Mulvey's gaze structure to fiction, the three-tier gaze structure in film 
can be extrapolated to a theory of gazing in a story's discourse structure. As put 
forward by Mick Short in Exploring the Language of Poems, Plays and Prose 
(1995), there also exists a three-layer discourse structure in prose (Figure 1): 
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Addresser 1 • Message • Addressee ] 
(Novelist) 1 (Reader) 
f ^ 
Addresser 2 • Message • Addressee 2 
(Narrator) (Narratee) 
( ^ 
Addresser 3 • Message • Addressee 3 
(Character A) (Character B) 
Figure 1 (combining two diagrams from Short 39 & 257) 
The diagram has three layers, each with an addresser and an addressee, which is 
probably based on Roman Jakobson's "Addresser-Message-Addressee" model for 
verbal communication where, as he explains, "the ADDRESSER sends a 
MESSAGE to the ADDRESSEE” (Jakobson 353). Mick Short's model expands 
Jakobson's model into three layers. In the first layer, the novelist, transmits a certain 
message to the reader through a book of fiction; as the book is opened and the 
message unfolded, the reading experience commences at the second layer with a 
narrator telling the story (the message) to the narratee (often the reader); finally, the 
story unfolds into the third layer with the interactions between the characters in the 
form of speech or action. 
In figure 1, the different labels involved in the discourse structure, namely the 
novelist, reader, narrator etc, can be mapped to those in film-watching, so that the 
90 
novelist in the diagram is replaced by the director, the reader by the spectator^ I lerc 
is a graphical illustration (Figure 2): 
Addresser 1 • Message • Addressee 1 
(Director/Camera) (Spectator) 
I ^ ^ ^ 
Addresser 2 • Message • Addressee 2 
(Narrator) i (Narratee) 
/ ^ 
Addresser 3 • Message • Addressee 3 
(Character A) (Character B) 
Figure 2 
Since this is a model addressing the narrative structure of films, we can now 
combine Mulvey's three-layer structure of the male gaze with the narrative structure 
proposed by Mick Short in order to understand how the male gaze is entwined in a 
film's narrative framework (Figure 3): 
3 Film theorists will protest that the literary reader is not the same as the filmic spectator. For 
example, in his essay "The Viewer's Activity" (1985), film analyst David Bordwell discusses the 
similarities and differences between the spectator and the reader. Here, however, the reader and 
spectator can be interchanged because I only consider the similar position they are in in terms of the 
addresser-addressee interaction, namely, as the receiver of the addresser's message. 
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Addresser 1 丨 j ；：) Addressee 1 
(Director/Camera) 人 (Male Spectator) 
•'^ duivsser > Ac•‘ A : ) 
, \ \ g A Z E \ a , 7 (I (1 Ic L � 
Addresser 3 GAZE Addressee 3 
(Male Character) (Female Character) 
Figure 3 
Two things should be noted here. First, the middle layer, the narrator-narratee 
level, is missing. This is due to the fact that Mulvey does not acknowledge a narrator 
in film structure, perhaps because a voiceover narrator is rather rare in films; in fact, 
David Bordwell even contends that there is no narrator in film (qtd in Cobley 153). 
However, there is undoubtedly a need to recognize a narrator in After Dark, because 
it is not a film, but a novel which always includes a narrator. Second, due to the 
presence of this narrator, it is possible to posit that the narrator also gazes at the 
female character. In her essay, Mulvey assumes that the camera and the director 
occupy the same position (see Figure 2) because she only uses the term “camera，，， 
and subsequent scholars tend to equate the camera with the directo/. Yet, to me, it is 
necessary to treat the camera and the director separately, since the camera in a film 
functions on a level of discourse different from the director. In actual filming, the 
4 For an example, see Stacey 1994:21, where she writes that the spectator's position in relation to the 
on-screen male character is "produced by the camera(man) ’s/director 's look” (italics added), clearly 
showing that she confuses the camera with the director. 
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director communicates with the actors before the camera rolls. Once the camera is 
rolling, the director stays silent and does not interfere into the acting. Yet, because 
the camera movements and expressions are subject to the director's control, it 
becomes the agent or the proxy of the director's gaze through its various shots, 
angles and perspectives. In the meantime, the actors do not only act for the director's 
sake. Since their acting will ultimately be watched by the cinematic audience, they 
also act so as to be captured by the camera, the eye-shaped tool that substitutes for 
the audiences' gaze in observing and recording sounds and actions during the time of 
filming. In effect，then, the camera neither fully represents the director's or the 
audience's gaze. Instead, it is a combination of both, and as such transforms itself 
into a new type of gaze. Different from the director, whose “message,，is directed 
ultimately at the spectators, the camera embodies the audience during filming, and 
works with the actors on a microscopic level embedded under the director's 
discourse, subject to his decisions. The communication between the actors and the 
camera is therefore of a different nature from that between the director and actors 
off-camera, forming two distinct natures of discourse. 
Furthermore, the camera has a function similar to a fictional narrator, because 
both act as a mouthpiece for the director or author, the mastermind behind the 
film/story. Just as Roland Barthes has warned us that the "author of a narrative is in 
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no way to be confused with the narrator of that narrative" ("Structural Analysis", 
282), the camera should not be confused with the director because it is the tool with 
which the director tells the story inasmuch as the fictional narrator is the author's 
device to tell the story. In short, the mediatory nature of the narrator in being 
positioned between the author and the character is analogous to the camera's 
standing in between the director and the actor, and hence I consider the camera and 
the narrator on the same second level in the discourse structure in Figures 1 and 2. 
The implication of this is that the camera/narrator can also become involved in a 
kind of gazing. Combining Figures 1, 2 and 3, then, we see that Mulvey's three-tier 
male gaze can be further expanded into four layers, as shown in Figure 4, with a 
gaze each coming from the director (Addresser 1), the camera (Addresser 2), the 
male character (Addresser 3) and the male spectator (Addressee 1): 
Addresser 1 Mcssai；,. Addressee 1 
(Director) ^ (Male Spectator) 
Addresser 2 八 d、^ :e 2 
(Camera) ^ ^ ^ ^ V丄‘ Z 
Addresser 3 GAZE Addressee 3 
(Male Character) (Female Character) 
Figure 4 
Finally, this four-tier gaze structure is re-mapped back to the narrative structure 
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of fiction, with the labels for each addresser and addressee replaced accordingly 
(Figure 5): 
Addresser 1 fvh:;�;:!" Addressee 1 
(Author) ^ i (Male Reader) 
^ n ^ A Z E N ^ G 
Addresser 2 \ 广(k ^ I 
(Male Narrator) <丨 ^ 
— . ； V 
Addresser 3 GAZE Addressee 3 
(Male Character) (Female Character) 
Figure 5 
The narrative voice (similar to “persona,，in poetry) now constitutes yet another level 
of gaze. Indeed, if, as Barthes has reminded us, the narrator should not be confused 
with the author himself, then gazing may occur separately for both the author and 
the narrator, with the narrator taking part in fixing the female character in a gaze. 
To summarize, the above diagram presents four possible layers of gazing within 
a work of fiction, and this is particularly useful to my examination of this novel 
because the narrator takes up the role of a "mid-air" camera (p.25). Certainly, a work 
of fiction does not necessarily have all these gazes and discourse layers, because 
discourse levels within a work of fiction can sometimes be collapsed or multiplied. 
In the case of After Dark, I will show in the next section that this four-layer gaze 
structure works by combining the various gazes into one single form of gaze. 
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Gazing and narration in After Dark 
Although there are four possible gazes in a novel's discourse, After Dark 
integrates them together into one single form of gaze through the first-person plural 
pronoun, “we”. It is achieved, I think, because of the special configuration of 
first-person plural narration. 
Uri Margolin neatly summarizes the nature of the “we，，narrator in the formula 
“we = / + other(s)”, and goes on to split the formula into two different variations: 
''we = / + he/she” and ''we = I + you’, (Margolin 242-246). In the latter variation, 
since ‘T，is the person who speaks, the most straightforward referent of "you" would 
be the addressee of that narration, i.e. the narratee, or in many cases the real reader; 
on the other hand, "he/she" in the other variation would refer to someone, neither the 
narrator nor the narratee, but a third party, most probably a character in the story, 
whom the narrator addresses with third-person pronouns. However, most previous 
studies (see Margolin 2001; Richardson 2006, 2009) look primarily at texts featuring 
the ‘7 + he/she” formula. A typical example they often quote is William Faulkner's 
"A Rose for Emily" (1930), in which the ‘T, uses the pronoun “而,，to represent the 
townspeople in that unidentified Southern town, who are the characters not readers. 
These studies have overlooked the possibility of “I + you", which is when the 
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narrator Joins hands with the narratee/reader to form a narrator-narratec/rcader front. 
After Dark is, in my opinion, one of the few novels that uses the ''we = / + 
you” formula, where the "I" refers to an unidentified narrator, and "you" refers to 
the real reader, to whom the “1” tells the story. The pronoun “we” first appears in the 
second sentence of the novel: "Through the eyes of a high-flying night bird, we take 
in the scene from midair" (p.3). Yet it appears so naturally without any preceding 
explanation of how “we,，even come into being; and as readers, we logically assume 
that we are part of the ‘we，，. In effect, the pronoun ‘‘we，’ serves to invite the readers 
into the story, to transport us into the story's setting, i.e. midnight Tokyo, so that 
both the reader and the narrator are on the same front and share the same point of 
view. Hence, the crucial implication of this first-person plural pronoun "we" is that, 
the distinct and plural categories of narrator and reader are simplified and 
singularized into one single point of view represented by a sole signifier, "we". This 
pronoun is an umbrella term to neutralize the boundaries between the narrator and 
reader, so that they are combined as a collective whole. Once the reader opens the 
book and encounters the novel's second sentence, he/she is brought onto the same 
level with the narrator. 
This singularization of narrator and reader is evident in the way the narrator 
dictates the reader's vision and responses. For instance, when Takahashi first enters 
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the restaurant Denny's, the narrative voice attempts to give several explanations of� 
his messy hair: 
Perhaps he has had no chance to wash it in some days. Perhaps he has 
just crawled out of the underbrush somewhere. Or perhaps he just finds it 
more natural and comfortable to have messy hair. (p.7) 
The narrator cleverly throws out these guesses as if he anticipates that readers will 
ask the question: "why is his hair so untidy?" This is an attempt to preempt our 
wondering, its purpose to maintain the unity between the narrator and the reader. In 
narratology, this is known as gap-filling. A gap is the absence of information that a 
reader needs to know to comprehend the story—in this sense it is also a 
narratological tool to tempt the reader to continue reading. A gap is prospective if the 
reader is aware of a gap during reading, and retrospective if the reader is not aware 
of it until the end of the story (Rimmon-Kenan 129). I should also point out that a 
gap in essence involves the amount of information the reader and the narrator 
control respectively, and hence often implies two distinct categories of reader and 
narrator. However, in the textual example I have given above, "why is Takahashi's 
hair so untidy" is a prospective gap that the reader may be aware of. Yet if the reader 
is aware of this gap, the reader will also know that the narrator and the readers are 
two distinct voices, going against the nature of “we” narration (one voice, multiple 
beings). Thus, if the narrator has to maintain this singular point of view with the 
reader, he must eliminate such gaps to continue to unify the reader with him. 
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In the novel, the narrator's and the reader's points of view are singularized with 
the device of the "mid-air camera" (p.25), which is an explicit association joining 
the “we’，narrator and a real camera, and this is the reason Dalgleish says this novel 
carries a "filmic quality" ("Murakami Grows"). The camera has an invitational 
function; it is a crucial tool that appeals to the spectator (i.e. readers) to gaze at the 
characters. In Chapter 2 of the novel, when "we" enter Eri Asai's room for the first 
time to peek at her sleep, "our viewpoint takes the form of a midair camera that can 
move freely about the room" (p.25). This sentence suggests that "we" equals the 
midair camera, and since, as I have pointed out, "we" includes both the narrator and 
narratee/reader, we should also expand the metonymic reference of this pronoun: 
Camera^Narrator^Narratee^Reader 
“we” 
The pronoun “we，，now stands for a number of people at the same time. Referring to 
Figure 1, it stands for both the narrator (and the mid-air camera) and narratee in the 
second layer of the discourse structure. Furthermore, as I have argued, the reader of 
the novel is unified and singularized with the narrator, which is a deviation from 
literary conventions where the narrator and the reader are clearly distinguished. As a 
result the pronoun “we” represents in total four different identities, or conversely, 
the four identities are merged into one through this pronoun. I have, however, used 
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the approximation sign to denote all relationships, because Ihey arc not entirely 
equal, and there exists sometimes some discrepancies. 
Not only does the camera singularize the viewpoints of the narrator and 
naiTatee, it is a lso a c o v e r t camera . I suggest that the c ame r a o r the " w e " na r r a t o r i n 
the novel functions something similar to what Jonathan Crary terms the “camera 
obsciircT in his book Techniques of the Observer: On Vision and Modernity in the 
Nineteenth Century. As the book title shows, Crary focuses on the role of the 
observer in contemporary visual culture. In explaining the concept of the camera 
obscura, Susanne Ludemann writes that it gives 
the observer the illusion he could see without being involved, that he 
could see, without being seen, without changing the observed through 
observing and without himself being changed by the act of observing: 
The subject that sees by means of linear perspective installs itself behind 
the window of the 'peep show' [...] in the position of a secret, for 
himself and others invisible voyeur. (Ludemann 66, qtd. in Huck 203) 
Compare this with the “we’’ narrator in After Dark: "We are invisible, anonymous 
intruders. We look. We listen. We note odours. But we are not physically present in 
the place, and we leave behind no traces. [...] We observe but we do not intervene" 
(p.27). In the same manner as the camera obscura, “we’，see without being seen, 
observe without changing the observed. Similar to Liidemann's explanation of the 
camera obscura, the "we" narrator is therefore also a voyeur. 
However, contrary to Liidemann's view that the voyeur himself is not changed 
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by the act of observing, Lacanian psychoanalysis argues otherwise. The spectator is 
changed indeed, for he gains pleasure in gazing and satisfies his desire. In 
explaining Lacan's notion of desire, Dany Robus quotes Alexandre Kojeve, whose 
interpretation of Hegel's phenomenology hugely influenced Lacan, saying that 
“desire is always revealed as my desire, and to reveal desire, one must use the word 
T ” (Kojeve 37, italics original, qtd in Nobus 112). As I have explained, in After 
Dark the “we” narrator is a combination of “1”，an unidentified narrator, and "you", 
the readers. Hence the desire and gazing pleasure of "I" are transferred or shared 
with the reader through the pronoun “we”. As Jerry A. Flieger maintains in an article 
examining Lacanian theory of narration with respect to text and subjectivity, reading 
is a transaction of pleasure between the writer and the reader, where the writer, using 
his techniques and art, has to draw the reader into the story with “a bribe of pleasure, 
enlisting the reader's cooperation in a pleasure-circuit which would otherwise 
remain incomplete，，(Flieger 958-959). As reader the pleasure we get is an 
enjoyment of the story; and as writer the author gains reputation, or an “identity as 
poet-craftsman" (ibid.�. It is through this that the pleasure of gazing and voyeurism 
is articulated, shared and satisfied between the narrator and reader~a bribe of 
scopophilic pleasure to gaze at not only the beautiful female character Eri Asai, but 
also at everything in midnight Tokyo that the camera presents to us. In this sense the 
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reader is no longer innocent; if, according to Mulvey,s charge, the male 111m 
spectator is guilty of gazing at the female character, then any reader of After Dark, 
too, is brought into the same position of the spectator, and is guilty of gazing at Eri 
Asai, an idea I will deal with in the next section. 
Gazing at Eri Asai 
Eri Asai's unconscious sleep is the chief example of gazing in the novel 
because the "we" narrator is intradiegetic, meaning that "we" are also a character 
involved in direct interaction with Eri. In other words, in the gaze structure in a 
novel's discourse (Figure 5), "we" gaze at Eri not only as a male narrator and reader 
but also as a character, combining three gazes into one and inflicting it upon her. In 
this regard I argue that, once again, Murakami's female character is designed as a 
prey of an unequal power (gaze) structure. 
From the very beginning, Eri Asai is set as a girl for spectatorship. Takahashi 
points out succinctly: 
From the time she [Eri Asai] was a little girl, her job was to play her 
assigned role and satisfy the people around her. She worked hard to be a 
perfect little Snow White (p. 128-129) 
This explains her obsession with dieting and her busy schedule in her teens to model 
for girls magazines (p.122-127). Thus, beautiful and slender, she is destined to look 
pretty for the gazing pleasure of other people. The "we" narrator uses the metaphor 
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of a fish tank to underscore her existence as a gazed-at object: when ‘‘we,，watch 
through the TV how Eri wakes up on the other side of the TV screen and tries to 
speak, she is compared to “a person [who] had wandered into an empty fish tank at 
an aquarium and was trying to explain the predicament to a visitor through the thick 
glass" (p. 150). The need to explain a predicament to a visitor (i.e. a spectator) is 
ironic, because she is searching for a way out by appealing to the very people who, a 
la T. S. Eliot, formulate her in a gaze. 
Still, the tragedy of Eri Asai is not only that she is gazed at when she is awake; 
even when she is deeply asleep, she is still subjected to a gaze—"our" gaze. Gazing 
is what “we” do as a character in the novel. This is most evident in the way “we” 
consume Eri's image of a sleeping beauty. Ever since the beginning "we" are drawn 
to Eri Asai's sleeping figure and scrutinize her sleeping face and other features: 
At the moment, the camera is situated directly above the bed and is 
focused on her sleeping face. Our angle changes at intervals as regular as 
the blinking of an eye. Her small, well-shaped lips are tightened into a 
straight line. [...] [Sjtaring hard we can make out a slight—a very 
slight—movement at the base of her throat. [...] Her eyelids are closed 
like hard winter buds. [...] Her slender white neck preserves the dense 
tranquility of a handcrafted product. Her small chin traces a clean angle 
like a well-shaped headland, (p.25-26) 
With each change of the camera angle (i.e. with each new sentence), we turn our 
attention to a new part on her body or face, dissecting and consuming her 
appearance in a series of camera images. Moreover, the laudatory adjectives and 
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delicate metaphors used to describe her, such as "hard winter buds" and 
"well-shaped headland", also reflect a conscious consumer behaviour to evaluate 
(positively) the images that we have consumed. 
As ‘‘we，，invest more of our interest in her, however, the nature of the narration 
gradually moves from a description of outward appearances to a spectacle where 
"we" as the spectator anticipate something would happen to her. In Chapter 10, 
when Eri has already been transported to the mysterious world within the TV screen, 
“we” “keep our eyes trained on the motionless image [displayed on the TV]，，（p. 107), 
apparently drawn to her because "we" sense by intuition that "something alive...[is: 
lurk[ing] beneath the surface" of that calm sleep (p.106-107). Right after this 
intuition, "we" do notice two microscopic movements of her mouth. These hints 
together transform the nature of Eri's sleep from a girl's deep repose to a spectacle 
where “we，，expect something more than just a beautiful girl sleeping, or a "peep 
show" in Liidemann's term, with Eri the performer asleep at centre-stage in a studio, 
and "us" as the audience, anticipating her performance—her awake. Robert Con 
Davis points out that a voyeuristic gaze is “a perverse activity" (Davis 987) and 
“our” gaze becomes similarly perverse. At this point, Eri no longer simply sleeps; 
she sleeps so that she can later display signs of waking up for an audience like "us". 
As if this does not do enough to reduce Eri to a powerless position, the camera even 
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cooperates with our desire to see more: the camera shows a close-up of Eri's mouth 
“as if sensing our will [to look closer at Eri]”（p. 107). In an earlier scene when Eri is 
just transported into the TV, this telepathy also occurs when the camera moves 
around the room imprisoning Eri “as if responding to our thoughts" until the 
sleeping Eri appears on the TV screen (p.89). The purposeful camera movement 
points to the camera's ability to sense what “we” want to gaze at, as well as the 
helpless and objectified position to which Eri, unconscious and thus unable to reject 
being watched, is simultaneously exposed. When later she wakes up, it seems like a 
performative^ action that responds to our anticipation and satisfies our scopophilic 
desire (she wakes up not because she wants to, but because we want her to and can 
sense the awake coming). This echoes the most important contribution of Mulvey's 
male gaze theory to the study of gender—by discussing how the female character in 
a film is subject to different levels of gazes, Mulvey exposes the unequal power 
structure and inequalities in mainstream film-making. Similarly, Eri Asai here 
becomes a gazed-at object, one that, using Mulvey's description, is “displayed for 
the gaze and enjoyment of men [the “we,，narrator in this case, behind which stand 
the narrator and the reader], the active controllers of the look" (Mulvey 840). On this 
ground the collective "we" is no mere narrator who simply narrates, but also a 
5 Here I use the term "performative" free from the associations to J. L. Austin's and Judith Butler's 
theories of performativity. 
105 
character in “oui.” own right, imposing a voyeuristic gaze at Eri Asai, devouring the 
images of her deep sleep. 
Under this line of thought, the act of reading, then, is a process that accords 
“the power [to] a subject to see,，(Davis 986). The scopophilic gaze inflicted upon 
Eri exposes again an unequal power relation or a hierarchical position, this time not 
only among characters (as in Norwegian Wood) or between narrator and character 
(as in Sputnik Sweetheart), but between reader and character, in which the reader is 
invited to assume the higher power of the gazer and do scopophilic violence to Eri. I 
quote once again the Japanese critic Kuroko Kazuo, who in his book critically 
reviews the exposure of violence described in the novel. Citing passages in which 
the staff at the love hotel Alphaville rewinds the CCTV tape in order to find out who 
has abused and robbed the Chinese prostitute, Kuroko reads the CCTV as a symbol 
of the infringement of freedom—violence, in other words th rough connecting it to 
the many surveillance cameras installed throughout Japan under the excuse of 
“crime prevention" ^, and subsequently challenging the legitimacy of such 
installations (Kuroko 246-248). Taking on Kuroko's arguments, if the CCTV camera 
is a tool of violence, a “big-brother,，everywhere, then so is the “we,，narrator, whose 
existence has been compared explicitly to a mid-air camera since the start of the 
6 For a typical example, see how the Tokyo Metropolitan Police explains the system (in Japanese): 
http://www.keishicho.metro.tokvojp/seian/gaitoukamera/gaitoukamera.htm 
106 
story. Voyeurism, or “our” scopophilic gaze, is therefore as problematic as the 
CCTV installations, violating Eri's privacy and freedom and putting her in a less 
powerful position. 
Desire, the Dual Nature of Voyeurism, and the Symbolic 
The CCTV metaphor can further be utilized to explain the dual nature of 
voyeurism. Given enough and deliberate attention and experience, most CCTV 
cameras on the streets can be identified, which means that the CCTV has at once a 
dual identity: as much as it is a gazer gazing at us, it is also a gazed-at object 
identifiable by the original object it intends to gaze at. By the same token, in 
psychoanalysis the looker/gazer also has a dual nature. Both Freud and Lacan insist 
that the position of the looker at first is active, which corresponds to the 
non-reciprocal gaze of the “we” narrator as I have discussed. Yet this active position 
is soon turned upside down, according to Freud, because the original object also 
holds the looker in a gaze as well. In a reading experience, for example, Robert Con 
Davis explains 
we [readers] turn to and read a text as if, by giving attention to it, we 
look into it and master or possess it as an object. But while reading, in 
fact, we are focused upon and held by a Gaze that comes through the 
agency of the object text. (Davis 988, italics original) 
This means there is a shift of the looker's position from subject to object. In the final 
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stage, a new gazer will take up the original position of seeing, hence making the 
original looker "an object for another watcher" {ibid. 986). To illustrate with a 
simple example, it is like looking at Leonardo da Vinci's Mona Lisa at the Louvre. 
At first we think we are the gazer looking at Mona Lisa, but soon we discover that 
no matter where we stand, her eyes are also staring at us. Meanwhile, there exists a 
third party who gazes at us, perhaps a CCTV or the guard on duty at the museum. 
Applying this to After Dark, while on the one hand the "we" narrator is 
engaged in an active scopophilic gaze at Eri Asai, on the other hand “we” are also 
captivated by the images "we" see, hence held by the object—Eri herself; moreover, 
there would exist another gazer that also gazes at "us". "Our" position as both a 
spectator and spectatee can be seen from two examples. First, in Chapter 14, when 
“we” are watching Eri through the TV in her room but suddenly the TV image loses 
its stability and shudders, “we’’ shout at her to run, forgetting on impulse "the rule 
that requires us to maintain our neutrality" (p. 152). The impulse of warning Eri of 
the coming danger is a tiny fissure in "our" otherwise perfect and conscious 
adherence to the rule of neutrality, which requires that ‘‘we do not intervene" (p.27). 
It is a hiccup in the narrative known as hesitation in Lacanian terms, defined as "an 
indirect discourse, isolated in quotation marks within the thread of narration, and, if 
the discourse is played out, it is on a stage implying the presence not only of the 
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chorus, but also of spectators” (Lacan, E. 47, qtd in Schleifer 885). In a Greek 
tragedy, the chorus comments on the story's events as it is witnessing them, but as a 
drama play there also exists a greater, external audience sitting in the theatron 
watching all the happenings on stage including the chorus' actions. To imply the 
presence of the spectators, then, is to reveal the position of the chorus as both a 
spectator (at the story) and a spectatee (by the audience). Similarly, the "shout-out" 
to Eri precisely implies not only “our，’ similar role to the chorus—both a spectator 
who gazes and a spectatee gazed at by a greater gazer. 
The second example that shows "our" position as a spectatee when, at the end 
of Chapter 10 where “we，，are in the same world within the TV as Eri, "we" are 
suddenly pulled away from the world in the TV and forced to "draw back [from the 
awake Eri]...beyond our control" to return to Eri's room (p. 116). Being forced to 
leave Eri exposes the limited ability of the “we” narrator. Although the camera 
sometimes responds to our wish to focus on certain body parts of Eri, there exists a 
supreme force, a greater unidentified gazer whose faculty is above "us", imposing 
the role of neutrality without explaining why, and controlling how long “we,，can 
stay with Eri while granting us the ability to enter different places covertly. 
I propose that this supreme force over the "we" narrator is the System that 
Murakami refers to in his speech at the Jerusalem Prize; and since the System is a 
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near equivalent to Lacan's symbolic order as I have laid out in the Introduction, this 
unidentified supreme gazer is also the Symbolic. Like the Symbolic, the supreme 
gazer both regulates and reinforces “our” desire by controlling what the camera 
shows. Scholars have pointed out that, out of the three Lacanian registers, the Real， 
the Imaginary and the Symbolic, Lacan himself privileges the Symbolic over the 
other two at least before the 1960s. As Luke Thurston summaries, "the real and the 
imaginary [are] governed by the organizational force of the symbolic" (Thurston 
150). Yet in After Dark, the supremacy of the Symbolic over the Imaginary is 
embedded in a complex circuit of desire. 
Desire comes in two forms in this novel. First there is the voyeuristic desire of 
the "we" narrator, and second, there is the desire for death for Eri Asai. Eri's 
existence, as I pointed out, is to be a gazed-at object by other people—and an 
important prerequisite here一when she is awake. Hence it is only in her unconscious 
sleep that she can possibly avert from all violent gazes thrown on her, which 
explains why Mari and her family have never witnessed Eri changing clothes once 
in a while or eating the food they left for her (p.161), I hence read Eri's sleep as a 
manifestation of, using Freud's term, her death drive (this is not to suggest, however, 
that she does not want to wake up at all; as the original term “todestrieb” is 
sometimes translated, it is rather an instinct towards death, not an actual desire to 
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die). However, she cannot completely avert from all gazes because the “we” narrator 
can intrude into her room and gaze at her sleep. Eri's desire for death then intersects 
with “our，’ scopophilic desire, and the intersection is manifested on the TV set in her 
room, into which Eri is transported. 
Television, similar to the cinematic screen, creates a distance between the 
spectator and the spectatee so that, through speculating and identifying with the 
images, the formation of the ego can be triggered. In this sense the TV reduces Eri 
Asai from a girl with human flesh and human form to nothing but a series of images, 
making the world within the TV the Imaginary realm. "Our" scopophilic desire to 
gaze at Eri in the TV thus corresponds to Lacan's teaching that the desire for a 
particular object is, as Ronald Schleifer interprets, “inscribed within the Imaginary" 
(Schleifer 882). However, Schleifer also writes of another kind of desire, “a more 
global desire...the mortal desire for death" whose “realization [is] within the 
Symbolic" (ibid. 880-883). In short, the death drive, or the desire for death, is 
inscribed in the Symbolic as opposed to other kinds of desire which subsist in the 
Imaginary. It is along these lines that I consider Eri Asai's death drive to avert from 
gazes a subjugation under the System/symbolic; even in her unconscious sleep, the 
System/symbolic still dominates over her by fulfilling the Imaginary desire of the 
“we,’ narrator for a gazed-at object and allowing "our" scopophilic gaze to be 
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performed over her. 
Ironically, then, the validation of "our" scopophilic gaze is given by the System. 
Unbeknownst to the oppressive nature of gazing and the hidden position of the 
System behind the “we” narrator, Murakami employs the "we" narrator which 
unknowingly becomes the accomplice of the System in robbing Eri Asai of her 
agency. Not unlike the two books we have seen, the motif of a male presence 
subjecting the female in a less privileged position recurs once again, only that this 
time even the reader is obviously drawn into it and becomes part of that male 
presence. 
To make a brief aside, the object in “our” scopophilic desire is, strictly speaking, 
not limited to Eri Asai alone but also to all the other characters in the novel. I turn a 
final time to Lacan, whose notion of the woman in particular supports this. For 
Lacan, woman is “a linguistically determined locus" (Flieger 961), whereby the 
linguistic system (i.e. language) that builds up the patriarchal system excludes her, 
hence leading to his infamous claim that "woman does not exist". Jacqueline Rose 
explains that woman is "excluded by the nature of words ... Within the phallic 
definition, the woman is constituted as ‘not all，in so far as the phallic function rests 
on an exception—the ‘no t ,wh ich is assigned to her" {Feminine Sexuality 49, qtd 
in Flieger 961). What this means is that woman is understood as a signifier for the 
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group of outcasts in the patriarchal society, which would include the oppressed, the 
powerless, the minorities, and not only the biological female. In other words 
“woman” is a category based on a hierarchy of power relations instead of anatomical 
difference. Viewed this way, the characters on whom After Dark focuses are by 
definition posited as a "woman" regardless of their biological sex, because, as a 
minority group active at the "shadowy middle ground" between light and dark 
(p. 186), these people are excluded from and forgotten by the patriarchal society that 
operates by daylight. 
Coming back to "our" scopophilic desire, then, I argue that this novel is 
ultimately not so much about the characters as it is about “us,，，the “we” narrator. 
Judging from how Eri's sleep turns into a show for "us" to anticipate her awake, the 
novel can be said to be a fulfillment of the scopophilic pleasure of the "we" narrator 
as much as it is a book about the lives of these nightly outcasts. In addition, as we 
have seen in the last two chapters, the issue of hope arises in this novel as well. Like 
the other two novels we have seen, the ending of the novel contains a certain sense 
of hope exemplified through the relationship between Mari and Eri. During the night 
"we" know that Mari runs away from home because she cannot stand staying in the 
same house with the sleeping Eri (p. 162). She wants to be closer to Eri and learns 
through Takahashi that Eri also wishes to be closer to her (p.121). But after a long 
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chat with Korogi, a woman working at the love hotel Alphaville, and with Korogi 
predicting that "somebody'11 kiss [Eri] and wake her up" (p. 164), Mari returns home 
to Eri's room and “briefly presses her lips to Eri's" before sleeping in the same bed 
with her (p.195). Right before the novel ends, "Eri's small mouth does move 
slightly...an impression [that] comes to us with certainty" (p.201). Not only is 
Mari's sleeping beside Eri an endeavour of reconciliation to get closer to her elder 
sister, but she almost fulfills Korogi's prediction about waking up Eri with a kiss. As 
Murakami explains in an interview on the book, "Eri and Mari are getting out of 
darkness in separate directions at the same time. [...] And then dawn comes, and the 
story ends when the two of them are finally about to be saved in their own ways' 
{Yume 308-9, my translation). Yet the critical bit here is that Mari herself does not 
notice Eri's mouth movement, and if this tiny lip twitch should be read as a 
possibility of Eri's hopeful waking, a symbol of her salvation, it is a sign of hope 
deliberately designed for the narrator/reader to catch. Therefore, I consider this story 
not only written to tell the stories of these night people, but also written for "us" 
(readers) with a message. "We" narrate the story not only to tell the stories of Mari, 
Eri and Takahashi, but ultimately to get out of these stories a certain sense of hope 
for “our,'selves. As E. M. Foster famously says, “Death destroys a man, but the idea 
7 The Japanese original r eads :工 yi：?!；丨 i；、同時丨 二、違 5 方向丨二闇全 < <、、D 抜 、 石 。 . . . 
七LT朝力：�来T�実際(二二人力�裏表T�救済芒tL力4�oTl/�石& : : 6 ~ e �話力纟終 t ^ O法 t � 
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of Death saves him". In After Dark, death destroys Eri Asai's consciousness, and her 
death of consciousness in turn becomes the idea of death that saves "us". Through 
gazing at her death, a power granted by the symbolic, "we" gain scopophilic 
pleasure, and subsequently earn a hope of life via Eri's tiny mouth movement. 
Summary 
In closing, I am quoting what Murakami Hamki says about writing After Dark 
in an interview with the Japanese magazine Kangaeru Hito: 
In After Dark, I wanted to take on the digital modem society in a digital 
way. [...] Similar to coarse images taken simultaneously with a handy 
digital camera, only dialogues were written in the beginning, and on top 
o 
of it descriptive passages were then added to make the form of a fiction. 
(“Long Interview" 30, my translation) 
Yet, are not his words paradoxical? To read a novel as if one is watching through a 
digital camera is to create an unequal and scopophilic power structure. As if 
permitted by the System/symbolic itself, “we” intrude into the lives of Mari, Eri, 
Takahashi and other characters, leaving no trace behind but consuming, devouring 
their stories in their ignorance. Particularly in "our" gaze at Eri Asai, there is nothing 
more reductive of the agency of a female than watching her sleep and anticipating 
her waking—reinscribing another form of power hierarchy into the act of reading 
8 The Japanese original reads:『了7夕一夕、、一夕』（D場合丨t�現代言5〒、、：^夕/P社会全〒、、；^ 
夕 • 処 理 卞 6 作 業 全 令 " 9 / " 二 加 o / “ 二 。 力 、 圭 力 论 1 9 違 5 書 含 方 全 L 去 二 。 朽 
夕少/、：/7<力^^ ~1^ 、粗0丨宏1/、画像全同時的丨：：撮0"0�<办/5：1/、/义感1："^ 、最初(：：台詞/f(寸f丨丨〈 
i / � T t / � o T � 七 rjCfcct 力、b地(D文章全加免T小説 &1/�5 力 、 广 二 。 
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and narration. If Murakami intends to tell the stories of those who are active in the 
dark and hide in daylight, hence giving them an individuality and demonstrating that 
the world is far from being a dichotomous white and black, light and dark, he only 
does so by employing and legitimizing, in an ironic and uncritical way, a scopophilic 
voyeurism that peeks at and exposes the people involved in this grey area so that the 
reader/gazer can remain covert and undetected. This treatment is contradictory to his 
original intention, and only exposes his lack of sensitivity to the politics of gazing, 
making this novel yet another unsuccessful attempt of defiance against the System. 
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Conclusion 
This thesis arises out of a wish to offer a fresh perspective for analyzing the 
works of Murakami Haruki, and to explore critically some aspects of his novels that 
have gone unnoticed. This is not to contest the literary value of his writings; but in 
the midst of the Murakami phenomenon both in Japan and overseas, I wish to point 
out a common theme in his novels that contradicts what he wants to achieve through 
writing, namely, that he writes novels to shine a light on human individuality, to act 
against the System which dominates our lives and kills us. 
Murakami's works move people because they describe the hopelessness that 
accompanies day-to-day mundane life, the failure of interpersonal communication 
and the loneliness that comes with it. Although each novel I have looked at is a 
different story, their undercurrents all involve a sense of alienation, of loss, of 
voiceless struggles. Yet in the meantime, the stories do not end with a definite 
resolution. Instead, while the plot has ended, often with a sense of revelation, there 
is a strong sense that another stage of life is going to commence for the character(s). 
This is the case in Norwegian Wood when Watanabe chooses to love Midori, in 
Sputnik Sweetheart when K comes back from Greece feeling something within him 
has vanished, and in After Dark where the last sentence reads "there will be time 
until the next darkness arrives" (p.201). Hence a hint of hope, a feeble, flickering 
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optimism for the future, is always instilled. As Murakami acknowledges in a 2008 
interview, 
Actually I am a rather optimistic person. The characters appearing in the 
novels must find a way to overcome the problems they have on their 
shoulders. Yet to achieve that, they must confront pain, darkness, evil, 
strange things, and even violent happenings. {Yume 438, my translation)^ 
No matter how depressing the labyrinthine reality is, and no matter how fantastical 
and surrealistic the adventures in the stories are, these novels seem to teach us not to 
lose faith in a positive vision. 
Nevertheless, I have pointed out with my thesis that this sense of hope is not for 
every character. It is always the male, whether biological or symbolic, who gets this 
belief in hope. This leads to my questioning and analyses of the role of the female in 
three of Murakami's novels. In the first chapter I analyzed the two female characters 
in Norwegian Wood, Naoko and Midori, and asserted how they embody the past and 
the future in relation to the male protagonist, Watanabe. The past/future 
configuration is posed as a dilemma of choice, for he cannot decide whom to choose, 
thus heightening the two girls not as individuals who live for themselves but as an 
existence defined with respect to the male protagonist. In addition, I concluded that 
the answer has in fact long ago been decided because if Naoko symbolizes the 
failure to carry to the future, then Watanabe has already rejected her. In Chapter 2, I 
‘ T h e original interview, in Spanish, was published in No. 137 (November 2008) of the Spanish 
magazine Que Leer. Due to unavailability, I have opted to translate the Japanese translation of that 
Spanish interview. 
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turned to oedipal lesbianism in Sputnik Sweetheart, and pointed out that Sumire's 
lesbian attraction for Miu is twofold: it stems from her ill-developed Oedipus 
complex, both Oedipus-1, due to the early death of her birth mother, and Oedipus-2, 
due to the lack of identification with her birth father. Miu, as her love interest, 
embodies both the mother and father figure, and hence lesbianism depicted in this 
novel is more psychological than political, and lacks a challenge to social structures 
of heterosexuality. Moreover, presented through the narrator's eyes, lesbianism even 
functions as the other of the narrator's heterosexuality. It occupies the position of the 
spectatee, the peripheral, and, similar to the female characters in Norwegian Wood, 
triggers an experience through which the male narrator undergoes a revelation and 
transformation that will change the way he lives his future. In the final chapter, I 
dealt with the problem of the narration and the gaze in After Dark, and demonstrated 
how the narrator becomes collective, joining forces with the reader, and how they, 
with this collective power, transform the narration into a form of male gaze in 
essence, thus revealing an unequal power relation despite the presence of a female 
protagonist. Particularly with the scenes of Eri Asai's sleep, the scopophilic gaze of 
the “we，，narrator turns Eri into an object of desire—whose actions ultimately are 
instilled with a sense of hope, a sense of future—making “us，，as much a character in 
the plot as a simple narrator. 
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To sum up the three chapters, we can pick out a common phenomenon 
regarding the role of the female: There always is a being that embodies the male, 
and the male is involved with the female who acts as a trigger to a unique experience, 
at the end of which the male gets a kind of purging of soul, a reflection, or a 
revelation. On the surface there can be many variations to this recurring motif: 
Norwegian Wood has an obvious narrator and protagonist; whereas in Sputnik 
Sweetheart, K claims that he is but a narrator telling the story about Sumire; or in 
After Dark, the we-narrator, who draws strength from the readers, even seems to pull 
away from the plot and does not want to intrude into the story surrounding the 
alleged female protagonist, Mari Asai. However, as I have rebutted, regardless of the 
prominence these female characters seem to have on the surface, they and their 
stories ultimately exist for the male, not for themselves: Naoko and Midori resemble 
a choice between present and past; Sumire and Miu are the other of K's 
heterosexuality; and when we finally see Mari Asai, a female, taking up the spotlight 
in the novel, the haunting prominence of the we-narrator reminds us that the story is 
framed for his (or "our") scopophilic pleasure. In all cases, it is the male who gains; 
in no case does the female become an individual rid of the male's daunting, superior 
presence. 
To only a small extent then, are the women in these novels truly women. Sadly, 
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this seems to be a common case for male Japanese writers. In a dialogue between 
Takahashi Takako and Tsushima Yuko, two famous female Japanese writers, they 
express the view that some male Japanese authors, such as 1968 Nobel laureate 
Kawabata Yasunari, represent women who ‘‘seem to be wearing masks [that are: 
being observed through a man's eyes" without describing what is behind the mask 
(120). Takahashi goes on to point out: 
That kind of depiction of a woman isn't just a male fantasy; it's an image 
of a woman as she appears in a man's eyes, filtered through the man's 
fantasies. So it's true for a man, but for a woman, it seems that the female 
character's interior reality is simply missing. (121) 
Although they did not discuss Murakami Haruki, I think the same can be applied to 
his novels. I do not take his novels to be giving a genuine representation of Japanese 
women, or women in general, because the women in those works are presented 
through the filtering of a male perspective, the perspectives of Watanabe, of K, and 
of the collective ‘‘we,, narrator. In short, his is a kind of male writing. For a brief 
example, we only need to turn to an episode in Sputnik Sweetheart, where Sumire 
discusses respectively her feelings towards Miu and K: 
“I like you [K], too," Sumire said. "In this whole big world, more than 
anyone else." 
"After Miu, you mean," I said. 
"Miu's a little different." 
“How so?” 
"The feelings I have for her are different from how I feel about you. 
What I mean is ... hmm. How should I put it?" 
"We good-for-nothing heterosexuals have a term for it,” I said. "We say 
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you get a hard-on." (Sputnik, p.72) 
What a strange and illogical conversation this is. A “hard-on,” to say the least, is 
what a male experiences, and is not at all, one would imagine, an apt phrase to 
describe the lesbian attachment between two women . Yet Murakami associates 
"hard-on" with “we good-for-nothing heterosexuals", as if suggesting that this male 
word belongs to the language of heterosexuals and is out-of-bounds for homosexuals 
(and presumably for females, too). A boundary is drawn clearly between K's male 
heterosexual identity, shown through his careless association of "hard-on" with 
heterosexuals (are we to infer that homosexual men do not have hard-ons?), and 
Sumire's female homosexual identity, the “other，’ and opposite of his sexuality. By 
aligning male sexuality with the broader normative heterosexuality, it is as if 
Murakami is hinting that K's male sexuality, described here in this rather reductive 
manner, is the only normal or legitimate one. Perhaps Murakami only wants to 
suggest that Sumire feels sexual desire towards Miu but not with K, yet he does so 
unwittingly by employing the terminologies of heterosexuality and male sexuality. 
I have employed psychoanalytic theories to interpret all three novels, and even 
give a reading of Murakami's concept of the System in light of Lacan's concept of 
the Symbolic. I am not suggesting that a psychoanalytic reading is the only, 
exhaustive reading of Murakami, but psychoanalysis does indeed help us understand 
2 The Japanese original, too, uses bokki-siim (勃起卞石），which literally refers to a male hard-on. 
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more the hidden aspects of interpersonal relationships and personal growth. It is also 
relevant to Murakami's works because of the recurrence of dreams (Sumire's dream), 
psychological problems (Naoko's psychic knot with Kizuki and the past) and the 
distinction between this side and the other side (self/other). Moreover, by employing 
psychoanalytic concepts, I have exposed the unequal relationship between the gazer 
and the gazed-at object, between the male protagonist and the female peripheral 
characters, of which Murakami does not seem to be aware. 
Ultimately, I aim to show how ironic and contradictory Murakami is: on the 
one hand he wants to glorify human individuality with his writings, as he 
ambitiously claims at the Jerusalem Prize ceremony; on the other hand, none of his 
female characters really gets any sense of individuality except a traumatic and tragic 
fate. The treatment of the two sexes in his novels gives the misleading message that 
only males are worth an individuality while women exist merely as a medium to aid 
the protagonist's (male, apparently) quest towards his individuality. In the 
Introduction I quoted Murakami as saying in the 2004 interview with The Paris 
Review that “in my books and stories, women are mediums [and that] the protagonist 
is always led somewhere by the medium, and the visions that he sees are shown to 
him by her" (“Art” 134). Furthermore, here is another admission from Murakami in 
a 2005 interview: “women often act as mediums in my novels [who] guide the 
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protagonist to 'places out of the ordinary,' and they make the story move" (Vida 
205). These admissions speak for themselves and expose the male-centred thinking 
that Murakami presents in his works. For him, women do not stand as individuals, 
they are mediums, or to put it another way, tools, through which the male side 
always gains something. 
To conclude this thesis, I will suggest that at 62, Murakami can still have a very 
long literary career ahead, so that the problems pointed out by this thesis may be 
rectified in his forthcoming works. Indeed, as time passes Murakami's 
understanding of the two sexes have evolved. In a 2010 interview on his latest 
trilogy, 1Q84, which is not included in this thesis but features two parallel plot lines, 
one by a male and one by a female protagonist, Murakami admits that he has leamt 
more about women: 
I have gradually understood more about women, although this is not 
because I have had more experiences with them. I have come to 
understand things that I didn't in the past. 
There are these terms called anima and animus, right? There exists a 
feminine personality, the anima, in the man's unconscious; and within the 
woman there is the animus, the masculine personality. Although I didn't 
really know much about them, to be honest, through writing novels I 
have understood them without trouble. Through thinking ‘this is it', and 
pursuing deeply something like a feminine personality in myself, I have 
got some very interesting results. That perhaps is why I have leamt to 
depict women vividly in my own way. ("Long Interview" 43, my 
translation) 
Notwithstanding his reference to psychoanalyst Carl Jung's concept of the anima 
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and animus, this quote reveals Murakami's recent attempt to search for a feminine 
side, his anima, through writing. Hopefully with his future works he will abide by 
the claim he made at the Jerusalem Prize, and explore more thoroughly the 
individualities of different people. 
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